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ABSTRACT 
 
The antebellum era was a time of paper—there were newspapers and magazines 
to read, advertising bills to recognize, and money in the pocket to evaluate. Both the bank 
note companies and art unions emphasized the quality of the artists they hired, and 
publicized these works for their taste and nationalizing sentiments. These groups set out 
to produce a product that encouraged consumer confidence in paper in exchange for 
something more lasting, such as a painting in oil or a gold coin. The link between these 
two ideas and the creators of that ineffable quality that lent confidence to both the bank 
note and the fine art engraving was the engraver himself. Navigating this modern, paper 
economy in both realms were engravers such as Alfred Jones (1819-1900), a man who 
made his way in the financial and art worlds, and whose ambitions and career serve as a 
case study to explore the rapid changes in the demand for images during the Nineteenth 
Century.  
Chapter one situates Jones and his colleagues in their historical era and illuminate 
how cultural, political, and technological advances created a market where engraving 
could flourish. Chapter two examines Jones’s role within the art unions of the day, and 
viii 
how those groups advertised the skill of engravers, such as Jones, to bolster notions of 
value in the prints they issued. Chapter three looks more closely at the images created by 
engravers, and investigates their role in establishing and reinforcing a national visual 
lexicon that could unify the idea of the nation even as it was unraveling. Chapter four 
discusses the confusion surrounding counterfeit engravings during the antebellum period 
and the efforts bank notes companies undertook to highlight the skill of their engravers to 
reassure the general public of their worth. 
The burins of Jones and his cohort, through their work in fine arts organizations 
and bank note companies created images accessible to the average citizen, images these 
consumers could recognize and assign a value. They applied their talents to works on 
paper that illustrated the making of the American self in the years before the Civil War.  
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1 
Introduction: “Fine Works of the Burin” 
In 1852, a book that would become a cultural phenomenon throughout the United 
States was published. Written by Harriet Beecher Stowe, the daughter of the famous 
Congregationalist preacher Lyman Beecher and sister of nineteenth century homemaking 
expert Catherine Beecher, Uncle Tom’s Cabin; or Life Among the Lowly, quickly became 
a sensation.1 Throughout the middle of the century, publishers constantly reprinted 
versions of the book, while plays, songs, and games based on the novel entered 
mainstream popular culture and Southern writers attempted to mimic Stowe’s popularity 
while undermining her abolitionist message. Although the United States participated in 
the Atlantic slave trade and had reaped the benefits of free, forced labor almost since its 
inception as an English colony, Stowe’s novel brought abolitionist thought—couched in 
the language of sentimental literature and Christian feeling—into the home. 
Curiously, as has been noted by historian David Anthony, the triggering event in Uncle 
Tom’s Cabin is not simply the ownership of Tom or any of the other slaves on the Shelby 
plantation, but the folly of financial speculation on the part of Mr. Shelby.2 After the 
terms of Shelby’s debt are named by the slave trader Haley, the indebted planter privately 
bemoans his fate but rationalizes his actions by acknowledging “he had speculated 
largely and quite loosely” and “his notes to a large amount had come into the hands of 
                                                 
1Henry Louis Gates, Jr. and Hollis Robbins, eds. and Harriet Beecher Stowe, The Annotated 
Uncle Tom’s Cabin, New York: W. W. Norton & Company Inc., 2007, p. xxxiii. David Anthony, 
in his history, Paper Money Men: Commerce, Manhood, and the Sensational Public Sphere in 
Antebellum America, Columbus: Ohio State University, 2009, mentions the role of land 
speculation as the issue that sets the whole novel’s action into play. I expand on this idea here. 
2 Ibid, p. 5-13 and p. 38-41 focus on Mr. Shelby’s deal with the slave trader Mr. Haley. 
2 
Haley.”3 When forced to admit to his wife that he had sold Tom and another small boy 
named Harry to this man, Mr. Shelby justifies his actions by explaining, “That man has 
had it in his power to ruin us all…if you knew the man as I do, you’d think that we had a 
narrow escape.”4 While Stowe naturally saves her worst rebukes for the system of slavery 
itself, she certainly means for the reader to eye Shelby with a certain amount of disdain. 
He may have a “general kindliness of temper,” but he also lived beyond his means and 
gambled with the lives of his family and (forced) dependents.5 A secondary moral from 
Stowe’s blockbuster novel, then, might suggest readers place no trust in the value of 
paper.  
Despite Stowe’s misgivings, paper as a substitute for an array of items from hard 
currency to fine art gave average Americans access to both in a way they never had 
before. Fine art engraving, like the industry of bank note engraving that grew up along 
side it, sprang from a confluence of events in the first half of the nineteenth century that 
created a visually literate and visually hungry audience. Household economists, such as 
the editors of the popular women’s magazine Godey’s Lady’s Book, considered 
reproductive engravings, especially those they offered their readers, as suitable for a 
properly maintained home, while the skill of the engraver—along with the vignette on the 
                                                 
3 Gates, Robbins, and Stowe, p. 38-41. 
4 Ibid., p. 13 and p. 41. The nature of Shelby’s speculation is not completely revealed, but it does 
seem that he overextended himself and resorted to paper money that he was unable to trade for 
specie when called upon by Haley, but could only exchange for property—in this case Tom and 
Harry. 
5 Ibid, p. 15. Mrs. Shelby, in this moment, is—to a certain extent—absolved from this particular 
transaction and described as “entirely ignorant of her husband’s embarrassments.” 
3 
note—were closely examined by consumers outside the family unit.6 Because of the 
focus on the printed image as a part of everyday life, engravers made an outsized impact 
in the antebellum era, yet their role in this rapidly changing era has largely been ignored. 
By assembling an account of one typical engraver, Alfred Jones (1819-1900) that places 
him amongst his colleagues and rivals in both the art world and financial world, and 
situates him as a figure contributing to the conversations about both the future of 
American art and American money, this dissertation argues that rather than simply 
transcribing images from one format to another, Jones’s interpretations of fine art and 
original designs for bank note engravings responded to his historical moment. 
By 1860, the Cosmopolitan Art Journal, published in New York City, spent two 
and a half columns warning readers about “Fictitious Engravings.”7  Warning against the 
cheapness and lack of “real” artistic quality in the chromolithograph, the anonymous 
author feels compelled to inform “the uninitiated” that they should “invest their dollars, 
or shillings, as the case may be, with the utmost caution,” and plainly states that the 
reviewers of such poor representations are “either…very ignorant of art, or are very 
careless of their use of words.”8 In the 1840s and 1850s, distrust in the appearance of 
                                                 
6 Leigh Hunt, “Put Up a Picture in Your Room,” in Godey’s Lady’s Book, January, 1848. Godey’s 
Lady’s Book was launched in in 1830 by Louis Godey to appeal to middle class women interested 
in topical stories as well as the arts and homemaking. In 1836, Godey took over Sarah Hale’s 
American Ladies’ Magazine, and the two remained the publisher and editor, respectively, until 
their deaths in the 1870s. The magazine ceased publication in 1898, but at its zenith reached 
150,000 subscribers. 
7 “Fictitious Engravings,” in Cosmopolitan Art Journal, vol. 4, no. 4, December, 1860, p. 176. 
The unnamed writer goes on to stress to the reader that, “a good steel engraving is the nearest 
approach that can be made to the individuality of a painting; and he only is esteemed a good who 
can reproduce the very thought, spirit, and expression of the artist.” 
8 Ibid., p. 176. 
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paper as a substitute—for fine art, in the case of these “fictitious engravings,” or for hard 
currency, in the case of paper money—compelled average Americans to examine closely 
the world of paper around them. Much like magazines warning readers about cheap, 
worthless art, other publications hoped to convince readers that they could confidently 
discern good bank notes from illegitimate bills through publications called “Counterfeit 
Detectors” or “Bank Note Reporters.” By warning consumers to be wary of poor overall 
quality and to pay attention to the subject and location of the vignette on the bill, these 
magazines encouraged their users to look closely and acquire connoisseurship skills to 
determine quality from rubbish. 
 As consumers poured over the money in their hands, the businessmen-Managers 
of the American Art-Union looked for a way to financially subsidize their artistic 
endeavor. Basing their organization on similar outfits in London and Edinburgh, the Art-
Union, through a yearly five-dollar subscription fee, sought to enlist the general public’s 
help in supporting the arts in the new nation. To entice subscribers, the Managers enlisted 
the finest engravers, men who could create in line and shadow faithful and dramatic 
reproductions of one or two of the paintings the Art-Union offered in their yearly lottery 
drawing. By extolling the virtues of their team of engravers, the managers of the Art-
Union worked to convince their subscribers that their prints were almost equal in esteem 
to oil paintings and certainly worth the yearly expenditure. Although the Managers of the 
Union decried any accusation that they were running a financial scheme, the engravings 
issued to subscribers acted as a return on their investment, boosting confidence in an 
organization that hoped to influence the arts for years to come. 
5 
 The link between these two ideas and the creators of that ineffable quality that 
lent confidence to both the bank note and the fine art engraving was the engraver himself. 
Navigating this modern, paper economy in both realms were engravers such as Jones, a 
man who made his way in both the financial and the art world, and whose ambitions and 
career serve as a case study to explore the rapid changes in print technology during the 
Nineteenth Century. Jones, like many of his peers, lent his talent in engraving to any sort 
of work, becoming especially noted for his bank note vignettes. In addition, Jones was 
considered by the Managers of the American Art-Union to be one of their finest art 
engravers, and his skill in engraving finely detailed scenes allowed these organizations to 
use art to signify their own credibility and link financial with aesthetic notions of value.9 
Jones instilled confidence through his works of art in two separate, but overlapping 
industries in the antebellum United States that utilized the engraver’s labor to elevate 
their own business endeavors. My recovery of Jones’s career allows my research to 
maneuver between commerce and art and illustrate the way engravers shaped the visual 
lexicon of the nation. 
Engravers in the antebellum period, including the paradigmatic Alfred Jones, 
committed their talents to creating works of art that, through their accessible nature in 
prints and on paper money, designed a national iconography and instilled a sense of value 
to these ephemeral productions. By examining Jones’s biography and his role within both 
the various art unions and bank note companies, the seemingly unrelated spheres of art 
                                                 
9 Mary Bartlett Cowdry, ed., The American Academy of Fine Arts and American Art-Union: 
Introduction 1816-1852, New York: New York Historical Society, 1953, p. 229-230. 
6 
and commerce overlap. In addition, the language surrounding the production and 
authenticity of bank notes echoes the rhetoric of the American Art-Union. Authenticity, it 
seems, was a quality in short supply before the Civil War. Historians Edwin Burrows and 
Mike Wallace, in their exhaustive history of New York City note, “City people had to 
size up a stranger’s character from externals, which, like paper money, were all too easy 
to counterfeit,” while historian Joshua Greenberg goes farther, arguing that as legal 
authenticity was hard to prove, confidence in one’s own judgment emerged as the 
determining factor separating worth from the worthless.10 The burins of Jones and his 
cohort, through their work in fine arts organizations and bank note companies created 
images accessible to the average citizen, images these consumers could recognize and 
assign a value. They applied their talents to works on paper that illustrated the making of 
the American self in the years before the Civil War.  
Central to my examination of the overlapping worlds of American art and 
American finance is Alfred Jones and the work of his engraving friends and professional 
rivals. A figure on the periphery of the traditional art world, Jones made a living not only 
in the unstable environment of the antebellum art market, but also in the speculative and 
highly contentious financial industry, in the tradition of other artist-entrepreneurs like 
Samuel F. B. Morse. Utilizing his talents as a fine art engraver, Jones created many of the 
                                                 
10 Edwin G. Burrows and Mike Wallace, Gotham: A History of New York City to 1898, New 
York: Oxford University Press, 1999, p. 694 and Joshua Greenberg, “The Era of Shinplasters: 
Making Sense of Unregulated Paper Money,” p. 73, in Brian P. Luskey and Wendy A. Woloson, 
eds., Capitalism by Gaslight: Illuminating the Economy of Nineteenth-Century America, 
Philadelphia: University of Pennsylvania Press, 2015. 
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most notable prints, after artists such as Richard Caton Woodville and William Sidney 
Mount, offered as premiums for the American Art-Union and the Philadelphia Art Union. 
These achievements, however, were overshadowed by his work as a designer and 
engraver of bank notes, a product that went through a dramatic change over the course of 
the nineteenth century. Working with ephemeral materials, Jones’s professional 
reputation depended upon his skill and the perceived worth of the images he imprinted 
onto paper. While very little has been published about Jones’s biography, his name 
appears and reappears in magazines, on engravings, in discussions of the banking 
industry, throughout the meeting minutes of the various artistic clubs he joined, in the 
extant letters of his colleagues and apprentices, and in the annals of the National 
Academy of Design, where he held office as treasurer. In examining Jones and other 
engravers as active participants working to shape public opinion through their creative 
endeavors, I show that their efforts to create a common visual lexicon reflect their era’s 
concerns of a rapidly changing nation. 
“Clever Bits of Genre:”11 
 Jones’s life and career, I argue, reveals the interconnected nature of art and 
finance during the antebellum era. Jones was the first among equals, creating images that 
reflected the optimistic progress of the nation and reinforced the ideal American citizen 
as a person who profits from their own labor. With my dissertation project, I uncover the 
                                                 
11 Montezuma, “My Note Book,” in The Art Amateur: A Monthly Journal Devoted to Art in the 
Household, vol. 14, no. 4, March, 1886, p. 78. The author, “Montezuma,” in his review of the 
Artists’ Fund Society’s annual exhibition describes Jones’s offering, Twixt Hope and Fear a 
“clever bit of genre…characteristic” of Jones’s work. 
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visual links between endeavors of commerce and art in the United States before Civil 
War, and recover the identity of an artist who created meaning—through lines and ink—
on small works of art that became fixtures in the homes and wallets of everyday 
Americans. The American Art-Union selected the best fine art engravers they could 
secure to create mass-produced prints that were as intricate and detailed as fine works of 
art. By extolling the virtues of their team of engravers, the managers of these art unions 
worked to convince their subscribers that their prints were almost equal in esteem to oil 
paintings. Coincidentally, bank note companies lauded their designers and engravers who 
were so skilled that their designs on paper virtually eliminated the possibility of 
counterfeiting. Alfred Jones, despite conventional wisdom that would separate commerce 
and art, gained sustained success in both fields by creating value for the essentially 
valueless. His abilities as an engraver gave consumers the perception of value through his 
technical and artistic skill. Godey’s Lady’s Book, one of the nineteenth century’s more 
popular magazines, encouraged the consumption of works on paper, telling readers both 
that American engravers excel at bank note engraving and that “the engravings for the 
“Art Union” of New York are the most important prints of a suitable size for framing that 
have yet appeared in this country.”12   
By following the strong example of art historians such as Peter John Brownlee 
and Patricia Hills, I argue that financial and art worlds were not merely casual 
acquaintances, but strange bedfellows who helped to guide the image of popular art 
                                                 
12 “Bank Note Engraving,” in Godey’s Lady’s Book, 1 February 1848, p. 126-127. The author 
lauds “the progress made within the last few years” on the quality of bank note vignettes, and 
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during this era. Tracing his biography, his artistic and financial productions, and his 
friendships and rivalries through the archival records, I situate Jones in his milieu, putting 
the artist back in the center of social change and artistic opportunity. In examining Jones 
and his cohort, I delve into the motivations of the artists behind the flurry of works on 
paper that inundated the country, especially New Yorkers, during the antebellum period. 
Stressing that these artists were not mere copyists, but as nineteenth-century art historian 
Adam von Bartsch remarked, translators with “the talent to seize the original,” I argue 
that engravers were much more active players in the works they created than previously 
thought.13  
 My interest in Alfred Jones stems from a seminar paper written for Dr. Hills’s 
class on Visual Culture in the Civil War, as well as my ongoing interest in the American 
Art-Union, where I first encountered his work.14 I have written on subjects dealing with 
the American Art-Union for the last six years, including an exhibition entitled Perfectly 
American: The Art-Union and Its Artists, and an accompanying catalog featuring essays 
by both Dr. Hills and Dr. Brownlee.15 In research for the seminar paper, I made an initial 
investigation of the recently arrived Jones material at the American Antiquarian Society. 
These materials, collected in several boxes, include primarily business correspondence 
that reveals a wealth of information regarding the behind-the-scenes dealings of the fine 
                                                 
13 Bartsch quoted in Lisa Pon, Raphael, Dürer, and Marcantonio Raimondi: Copying and the 
Italian Renaissance, New Haven: Yale University Press, 2004, p. 33. 
14 Amanda Lett, “Making Money: Alfred Jones and the Business of Engraving,” Seminar Paper, 
May 2014. 
15 Amanda Lett, ed., Perfectly American: The Art-Union and Its Artists, Tulsa: Gilcrease 
Museum, 2011. 
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art engraving trade with organizations such as the American Art-Union and the editors of 
Godey’s Lady’s Book, as well as the various banknote companies with which Jones was 
associated. Through Google Patents, I have been able to locate at least one patent, 
number 241,021, related to mechanical reproduction filed by Jones.16 This newly 
uncovered information paints Jones as a far more integral figure in the American art 
world than previously recognized. Another track of my research concerns the ties 
between the idea of money and its depiction in popular culture. Using articles by literary 
historian Tamara Wagner as a basis, I link the mania with and devaluation of, paper 
money—a plot device in many Victorian sensational novels—with the obsession 
regarding the validity of paper money that occurred in books and magazine articles 
throughout the nineteenth century to Jones’s chosen career path in bank note design. 
Aside from Jones’s participation in both of these industries, the repeated themes of value, 
taste, and the uplifting power of “moral” imagery link the creation and marketing of both 
banknotes and fine art engravings.  
 This dissertation pursues a rigorously historical, archival grounded, and object-
focused form of visual culture scholarship. I draw inspiration from the work of Marcus 
Wood, Joshua Brown, and Maurie McInness, and their wide-ranging investigations into 
the layers of meaning in images from both high and low culture. This approach reveals 
Jones as a multi-faceted figure much like his other fellow engravers. To discuss the 
relationships amongst these artists, the imagery they created, and the influence of their 
                                                 
16 Alfred Jones, “Process of Producing Engraved Plates”, United States Patent Office: 241,204, 3 
May 1881. 
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work on the wider public, I place their vignettes in context with contemporary 
publications and upheavals in the economic market.  In order to do this, I follow three 
interrelated subjects: the art union experiment of the 1840s and 1850s; the imagery on 
bank notes themselves, particularly the image of the sailor and the Native American; and 
finally, the publishing fad of counterfeit detectors, magazines that purported to inform 
users about counterfeit or fraudulent bank notes passing through the city. This approach 
will create an intersecting narrative tracing the mutable line between art and commerce in 
the nineteenth century.  
 Jones’s art world experience, was, I believe, typical for many fine art engravers in 
his place at this time, and his work became central to the debates surrounding the role of 
the value of art, both in creating a more refined citizenry and in expressing a sense of 
confidence to holders. In addition, Jones’s collaborative relationships with other 
engravers, as well as his untiring efforts to support the artistic community in New York 
City throughout his life demonstrate the active role engravers played within the art world 
at this time. Although Jones was well respected and acted as a mentor to many in his 
field, he was by no means an anomaly, nor was he working outside social forces. The 
vignettes created by these artists were informed by genre painting, yet their work was in 
response to an economy operating on a boom and bust cycle and amidst increasing 
political acrimony. Jones played a versatile role in the nineteenth century American art 
world, and this dissertation, by illuminating his contributions, begins to unknot the 
tangled history of nineteenth-century American engraving and set a precedent for 
12 
exploring the careers of a multitude of artists who labored to provide functional, everyday 
images for the country.  
Review of Scholarship: 
Alfred Jones’s long career as a bank note engraver meant that his other 
contributions to visual culture in the United States have often been overlooked. This 
prevailing view of Jones as “just an engraver” during his life means there are few 
contemporary accounts of his activities. Indeed, the lengthiest biography of Jones comes 
from a short sketch included in David M. Stauffer’s American Engravers Upon Copper 
and Steel, published a few years after the artist’s death.17 Various American Art-Union 
publications, most notably their regularly published Bulletin, reference Jones as a 
prominent engraver creating worthy pieces suitable for home display, but they necessarily 
focus most of their articles on the promotion of American art and the Art-Union 
enterprise in general. Jones attracts more attention in the world of bank notes, including 
articles in Harper’s Weekly on the production of paper currency, as well as in guides 
meant to educate consumers on identifying fraudulent notes—something of a national 
preoccupation in the antebellum era if the sizable numbers of guides still extant are an 
indication of popularity. While the Alfred Jones archive at the American Antiquarian 
Society in Worcester, Massachusetts reveals a wealth of information regarding Jones’s 
business pursuits, hints at Jones’s personality and friendships are found in archival 
material from his colleagues—letters from friends such as John Casilear, William 
                                                 
17 David McNeely Stauffer, American Engravers Upon Copper and Steel, New York: The Grolier 
Club of the City of New York, 1907, p. 145-146. 
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Lawrence, and gleaned from mentions in James D. Smillie’s diaries. These tantalizing 
snippets of information point to a friendly, if ambitious man, well respected in the 
engraving community. 
 Despite the lack of contemporary sources, the depth and breadth of the secondary 
source material helpfully hint at ways to uncover the artist’s work. Jones’s participation 
in the American Art-Union comes up briefly in the works of many Art-Union scholars, 
including Hills, Maybelle Mann, Mary Bartlett Cowdrey, and Rachel N. Klein, yet their 
deep and intensive scholarship sidelines his contributions, understandably so, in favor of 
the Art-Union managers whose own tastes drove the selection process and canonical 
artists who played larger roles in steering the Art-Union’s course.18 Cowdrey and Mann 
are most helpful in reconstructing the time line of both the American Art-Union as well 
as its antecedents in the American Academy of Art and the National Academy of Design. 
Cowdrey, in particular, offers the most extensive catalog of the AAU’s endeavors, 
sourcing and reproducing vital documents published by the organization and including a 
thorough list of artists, managers, and patrons throughout its thirteen-year life. The work 
of Hills and Klein inform this dissertation more directly as both examine the relationship 
between the Managers of the AAU and their twin goals of the promotion of American art 
and the formation of a national culture that could overcome regionalist ties. Hills, in 
                                                 
18 See Cowdrey, The American Academy of Fine Arts and American Art-Union; Patricia Hills, 
“The American Art-Union as Patron for Expansionist Ideology in the 1840s,” in Andrew 
Hemingway and William Vaughan, eds., Art in Bourgeois Society, 1790-1850, Cambridge: 
Cambridge University Press, 1998; Hills, “The Art-Union and the Ideology of Empire,” in 
Amanda Lett, ed. Perfectly American: The Art-Union and Its Artists; Rachel N. Klein,  “Art and 
Authority in Antebellum New York City: The Rise and Fall of the American Art-Union,” in The 
Journal of American History, Vol. 81, No. 4, March, 1995; and Maybelle Mann, The American 
Art-Union, Washington D.C.: College, Inc, 1977. 
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particular, notes the expansionist ideals—and financial benefit of those ideals—of the 
managers and argues, in line with Pierre Bourdieu’s theories of cultural control, that by 
inculcating a taste for certain types of art, the masses would become acceptable, “right-
thinking” citizens.19 This idea of control through images not only informs chapter two on 
engraving and art unions, but also emerges when discussing bank note vignettes in 
chapter four.  
Recently, a few art historians have examined the complicated relationship 
between the worlds of art and commerce. Leo Mazow and Kevin M. Murphy, in 
conjunction with the Huntington Library, produced an exhibition and a catalog, Taxing 
Visions: Financial Episodes in Late 19th-Century American Art, focused on the boom-
bust cycle of the American economy as seen through the eyes of artists such as George 
Inness, Eastman Johnson, and James Abbott McNeill Whistler.20 Their work, while 
running along parallel lines to my research, emphasizes the way artists depicted these 
cycles of prosperity and austerity by focusing on works in oil, rather than exploring the 
physical manifestation of that economic turmoil. Art historian Peter John Brownlee, 
however, has offered the most intriguing investigation to date in the close linkages 
                                                 
19 Hills, “The American Art-Union as Patron for Expansionist Ideology in the 1840s.” and Pierre 
Bourdieu and Randal Johnson, ed., The Field of Cultural Production: Essays on Art and 
Literature, New York: Columbia University, 1993, p. 41. Burrows and Wallace, in Gotham, p. 
687, also agree with this idea, arguing that while some of the managers “were attracted by old, 
republican ideals of stewardship and civic patronage,” other managers “hoped art might exert 
what the Rev. Henry Bellows called ‘exalting, purifying, calming influences’ on the increasingly 
agitated masses.” 
20 Leo G. Mazow, and Kevin M. Murphy, Taxing Visions: Financial Episodes in Late 19th-
Century American Art, San Marino: The Huntington Library, 2011.   
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between art and commerce.21 In his 2007 article, “Francis Edmonds and the Speculative 
Economy of Painting,” Brownlee connects Jones’s friend and colleague, painter and 
banker Francis W. Edmonds with the speculative, “go-ahead” economy of the antebellum 
era, arguing that while critic Henry Tuckerman suggested “the most exclusive votaries of 
both Mammon and Art never questioned his ability,” the artist’s own views on art and 
commerce were more fraught.22 Later, in his 2011 chapter, “American Art-Union: Blank 
or Prize?,” Brownlee widens his look at “Mammon and Art,” and examines the AAU less 
as a cultural institution, but as a business navigating—and mirroring—the expansion and 
contraction of the economic market. This premise, which Brownlee convincingly 
illustrates through the concept of engravings on paper as a sort of paper money and the 
paintings won each year by subscribers as the “specie,” informs my scrutiny on the 
engravings and their reception. Accepting his argument that the downfall of the AAU was 
not only a political problem but a problem of over speculation in the market, I insert the 
engravers and their working process into this conversation to illustrate both their critical 
role in keeping these groups afloat, and to stress that the leap from the AAU to the 
American Bank Note Company was not so far afield as it might initially seem. 
 In addition, to his work with various art unions, Jones’s vignette designs for bank 
notes are often neglected by historians more focused on the “how” of bank note 
production rather than the images on them and the messages embedded within them. 
                                                 
21 Peter John Brownlee, “American Art-Union: Blank or Prize?” in Amanda Lett and Patricia 
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vol. 21, no. 3, September, 2007. 
22 Brownlee, “Francis Edmonds and the Speculative Economy of Painting,” p. 31-32. 
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Former Senior Curator of Numismatics at the National Museum of American History 
Richard Doty, for example, has written two books on nineteenth-century American paper 
currency. His area of interest, however, emphasizes broad visual themes and the general 
narrative of how the United States adopted paper money as legal, trustworthy tender.23 
These works are helpful for a introductory retelling of the history and major thematic 
elements central to bank note vignette production, in an accessible way. Two historians 
looking more closely at the social history of antebellum bank notes are Joe P. Conway 
and Stephen Mihm.24 Both authors examine the peculiar social history of bank notes and 
deception during the Free Banking Era—Conway focuses on the arguments between full-
plate mechanical engraving versus the sectional, vignette style utilized by bank note 
companies, while Mihm explores the phenomenon of counterfeiting and conmen during 
the nineteenth century. Both authors pay particular attention to the publication of 
counterfeit detectors and bank note reporters, and cast a dubious eye on their helpfulness 
to consumers—Conway even suggests that a cynic would argue it was in the best interest 
of the publishers to create more confusion in the banking industry so they could sell more 
detectors—although neither historian’s scope includes the meanings encoded on these 
slips of paper, nor do they consider the engraver as anything more than a part of the 
                                                 
23 See both Richard G. Doty, America’s Money, America’s Story, 2nd ed., Atlanta: Whitman 
Publishing, 2008 and his more recent book, Pictures from A Distant Country: Seeing American 
Through Old Paper Money, Atlanta: Whitman Publishing, 2013. 
24 J. P. Conway, Dog Gone Money: the Passing of Strange Currencies and Strange People in 
American Democratic Culture, dissertation, Washington University, St. Louis, 2008; Conway. 
“Making Beautiful Money: Currency Connoisseurship in the Nineteenth-Century United States,” 
in Nineteenth-Century Contexts, Vol. 34, No. 5, Dec 2012; and Stephen Mihm, A Nation of 
Counterfeiters: Capitalists, Con Men, and the Making of the United States, Cambridge: Harvard 
UP, 2009. 
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production process.25 Their observations on the precariousness and suspicion of paper 
money during the antebellum era are quite persuasive, and provide an excellent starting 
point for a more detailed look not only at the perception of bank notes, but also the 
intended message coded on to them. This dissertation contributes to a broader body of 
scholarship that has reconsidered the relationship between capitalism and culture in the 
wake of the 2008 economic crisis. Failed banks, fortunes lost overnight, and a new 
(crypto) currency whose value is ill-defined and continually shifting oddly find their 
antecedents in the Free Banking Era. This project builds upon the scholarship, not only of 
Brownlee and Mazow, but also Catherine E. Kelly and Jennifer Roberts, each of whom 
traces money, identity, and art in their examinations of nineteenth century America.  
The common thread running through the work of the above-mentioned historians 
and this dissertation are the ideas of value. For the American Art-Union, convincing 
subscribers that the prints they received were a valuable return on their subscription 
investment of five dollars was a priority and appeared in their promotional materials. The 
economic engine of the early nineteenth century relied on money holders confidently 
circulating paper money around the city and further into the nation. These ideas of value 
and what it meant at this time are described in economic historian Charles Sellers book, 
The Market Revolution.26 Sellers integrates both the change in the economic world from 
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published in response to Sellers, stressing the importance of social forces in influencing economic 
theory for most people, Melvyn Stokes and Stephen Conway, eds, The Market Revolution in 
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Jefferson’s ideal farmer through the birth of the market economy during Andrew 
Jackson’s presidency with simultaneous social and religious trends. These ideas, 
however, are also informed by eighteenth century philosophers John Locke and David 
Ricardo’s theories of labor value—theories which greatly informed the Revolutionary 
War generation and both supported the idea of engraving as a labor-intensive, thus 
valuable, object while also causing distrust among many for the increasing abstract nature 
of making a living.27 The importance of engraving during this time was not simply 
artistic merit, but the way labor was encoded into its very substance, imbuing the form 
with multiple layers of value.  
Chapter Outline: 
 My project consists of four chapters and explores the art of Alfred Jones as a 
value-enhancing work that supported both the art union experiment and the banknote era. 
The goal of these chapters is to situate Jones as a figure in both the art and the financial 
worlds, and examine how his work aided the creation of a national visual lexicon and 
boosted consumer confidence during an era of economic boom and bust. A strong 
historical grounding will provide a solid base for building the argument that Jones played 
an active role in the art world and added his voice to others trying to shape the field. This 
dissertation will put his story in a wider historical context, creating an unfolding narrative 
of the market instability many of these artists faced throughout the nineteenth century 
with Jones serving as an exemplar to guide the reader through the era.  
                                                 
27 Peter C. Dooley, The Labour Theory of Value: Economics or Ethics, London: Routledge, 2005, 
p. 166. 
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 Chapter one, “Artful Currencies: Art, Finance, and the Engraver in Antebellum 
America,” serves as an historical introduction to the era as well as an examination of 
Jones’s biography. The trajectory of Jones’s career cannot be separated from the major 
political and economic changes that occurred during the 1840s and 1850s, and thus, this 
chapter intertwines them to explain his artistic and financial motivations, and how those 
reflected the decisions of many of his peers. Historically, two events cast a shadow over 
much of the art discussed in this dissertation: the publication boom in New York City that 
began in the late 1830s and the Free Banking Era, set in motion by Andrew Jackson’s 
dismantling of the Second Bank of the United States in 1839.28 New technology and an 
audience hungry for printed words and images created more work for engravers, 
especially those with high technical and artistic skill, in magazines and in fine art groups. 
The end of the central bank opened up the banking system to virtually anyone who could 
convince others that they had steady capital. Banks, both legitimate and those more 
dubious, could request notes designed to their specifications. This need for imagery gave 
engravers an opportunity to create works that maintained public appeal, but also showed 
their technical prowess. Jones was a first among equals within his profession, and he and 
his fellow engravers enjoyed a moment in American history when technological 
advancement, a new market economy, and a need for national imagery found their most 
accessible expression in engravings on paper. In reconstructing Jones’s life and career 
                                                 
28 Daniel Walker Howe, What Hath God Wrought: The Transformation of America, 1815-1848, 
New York: Oxford University Press, 2009. Howe’s book is perhaps the most comprehensive 
history to date of the antebellum era, examining politics, social change, technological advances, 
religious fervor, and economic history in one volume. 
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using writing about Jones as well as art he produced for magazines and art organization, I 
demonstrate how the artist became a representative man in this era.  
  Chapter two, “Prints as Payment,” looks specifically at Jones’s contributions to 
the American Art-Union and the Philadelphia Art Union in the 1840s and 1850s. In this 
chapter, I argue that subscription prints played a crucial role in both disseminating the 
managers of each institution’s ideas of American culture, acted as the currency for these 
organizations, and relied on engravers to create works of that held value for subscribers 
and encouraged their continued support. By placing Jones as an active participant rather 
than a mere copyist in creating works of art for these groups to distribute, his successes 
and failures reflect the highs and lows of the art union story in the United States. These 
art unions tasked Jones with recreating works of art in steel-cut engravings, and while 
these could not vary substantially from the original, Jones reputation meant that he could 
edit paintings to create legible, and in some cases more impressive, versions on paper. 
The New York Public Library’s collection of Jones’s proofs from the AAU illuminates 
the working process of engravers on these larger products, each change revealing another 
discussion or revision that would end up in the final product. Subscription prints were a 
key part of disseminating works of art to a broader, more middle-class, group of 
Americans, and the livelihood of these organizations were inextricably linked to the 
customer’s satisfaction with the prints they received. Jones and his cohort, which seems 
to coalesce around him during this time, were hired to ensure the reputations of the art 
unions were upheld and that the subscribers were pleased with their artworks.  
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  Chapter three, “Too Handsome” for Use: Bank Note Vignettes in the Antebellum 
Era,” examines the images on the notes themselves. As the government abdicated its 
regulating role in paper money, bank note houses enlisted many of the former American 
Art-Union engravers to create designs the New York Herald described in 1861 as the 
“most varied and beautiful” in the world.29 Although the sheer number and variety of 
notes in circulation by 1860 threatened to become a sort of visual white noise, I argue 
that Jones’s collection of vignettes illustrates variations on common themes that 
demonstrate the primary national concerns and the popularity of certain scenes in the 
United States before the Civil War. In particular, I examine the tropes of the sailor and 
the Native American. By hewing closely to the selection policies of the AAU—namely 
genre scenes, historical scenes, and scenes that could transcend regional differences—
Jones created small works of art that continued to provide a sense of national unity from 
bank to bank and town to town. To help illustrate how these images can create a sense of 
community that transcends regional differences, I rely on historian Benedict Anderson’s 
landmark book, Imagined Communities: Reflections on the Origin and Spread on 
Nationalism.30 While Anderson’s work focuses on the way common reading habits 
during the nineteenth century conferred a sense of unity among consumers of national 
newspapers and magazines, so too, I argue, does the consumption of sets of images 
repeated, with few variations across the nation.  
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 Chapter four, “Engraver as Guarantor,” examines the phenomenon of 
counterfeiting during the 1840s and 1850s. With the rise of unregulated paper money, a 
new publishing trend emerged: the counterfeit detector. While most simply offered a list 
of bad notes to advise consumers to be aware and avoid illegitimate tender, two in 
particular, one published by George Peyton and another by E. P Eastman, urged their 
users to become art connoisseurs to determine notes made by legitimate bank note 
engravers from those made by counterfeiters. These two detectors advocate learning 
about form, proportion, drapery, and image cohesiveness as a way to thwart unscrupulous 
bill passers. Using the proofs available from Alfred Jones’s bank note vignette collection 
at the New York Public Library, I argue that there was indeed a distinct difference 
between counterfeit and valid bank notes created by artists, who, through their attention 
to detail, bolstered consumer confidence in an era of boom and bust. These publications, 
by insisting on adherence to art principles, gave consumers a way to be confident in their 
day-to-day business. Bank note companies, through favorable articles in popular 
magazines like Harper’s New Monthly Magazine, took advantage of this idea, and 
promoted their product as professionally made and created by the finest artists in the 
city.31 Counterfeit notes, and the fear that anyone could pass them preoccupied 
Americans before the Civil War. These fears even found their way into popular children’s 
magazines, such as The Youth’s Companion published Boston, that recounts the story of a 
young man accidently passing a bad note and the trouble he gets into trying to rectify the 
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situation.32 The technical skill engravers such as Jones brought to bank note work gave 
the careful consumer power in an uncertain world and banks an image to hide behind.  
 The conclusion, “Undertakings Great and Small,” revisits Jones as a 
representative man in an age of paper.33 By demonstrating the interconnectedness 
between the art union experiment and the free banking experiment in the 1840s and 
1850s, I argue finally that although the vignettes created for both have been formally 
considered either as a lesser production of the fine art world, or, as philosopher Walter 
Benjamin so memorably argued of the designs on paper money, banal diversions 
“ornamenting the façade of hell,” their creators, themes, and intended reception make 
them far more alike than traditional categories would suggest.34 These groups set out to 
produce a product that encouraged consumer confidence that paper could be exchanged 
for something more lasting, such as a painting in oil or a gold coin. In addition, art unions 
and bank note houses relied on the same set of engravers, led by Alfred Jones, to create 
evocative images of American progress and prosperity to bolster the public’s faith in their 
issue. Engravers, on the vanguard of a paper revolution in the United States that 
transformed the way the middle class accessed art and the way all classes utilized money, 
created ephemeral works of art that resonated with Americans in the decades before the 
Civil War. 
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Chapter One: Artful Currencies: Art, Finance, and the Engraver in 
Antebellum America 
Readers of the August 1859 edition of Godey’s Lady’s Book encountered, among 
the illustrations of fashionable clothing and latest chapter in that season’s sentimental 
saga, a treatise on engraving by C. T. Hinkley.1 Informing readers that while engravings 
after paintings could be completed by “faithful copyists,” something “more than ordinary 
skill” was required to elevate a simple reproduction into a work of art in its own right.2 
Hinkley, reminding his reader that engraving was a complicated and ancient process, also 
argued that engravers should be regarded as artists who lent their own talents to the 
reproductive process. “It is impossible,” Hinkley quotes an unnamed critic as stating, “to 
give a spirited translation of a work of genius without a portion of the author’s fire,” 
suggesting that the most skilled engraver also had this “gift” for translation.3 This view of 
engravers and the works they produced during the antebellum era indicates that the 
profession had public standing and practitioners seen not as imitators, but as artists who 
contributed their own sense of vision to the works on their steel plates. Engravers 
contributed to the ways Americans saw themselves, and, as illustrated magazines, 
broadsides, subscription clubs, and other, more ephemeral papers became cheaper and 
easier to procure, the desire for pictures grew. 
                                                 
1 C. T. Hinkley, “The Art of Engraving,” in Godey’s Lady’s Book & Magazine, 1 August, 1859, 
p. 109-113. 
2 Ibid., p. 110.  
3 Ibid., p. 110. 
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The boom in engraving that continued through the Civil War was not simply a 
spontaneous efflorescence of fine art in the nation, but a response by skilled artists to new 
social needs and desires. By situating engravers into the historical conversation 
surrounding the changing economy and the pressure exerted by those in a position of 
power to call for a unifying culture, this chapter seeks to establish how engraving became 
a popular and respected art form at a time of political fracturing. In this chapter, I will 
discuss New York City—the base for nearly all of the nationally known engravers in the 
United States—during the Antebellum era and its role in creating a city of paper for 
citizens to navigate. The conflict between Whig moral values promoted to create national 
unity and the Jacksonian deregulation of the banking industry that created national 
disorder, I argue, created a space where citizens were hungry for images and engravers 
worked to fulfill the demand.4 Into this world focused on nationalizing culture and 
denationalizing finance, I reinsert the biography of one engraver in particular, Alfred 
Jones (1820-1900, image 1-1, daguerreotype, courtesy of the Library of Congress). By 
contrasting his story with his historical moment, I illustrate how, through luck, 
perseverance, and talent, he and his cohort weathered the ups and downs of their artistic 
careers that straddled both of these worlds. Alfred Jones was a representative man in a 
city run on paper, and by placing him back in this context, we can more closely uncover 
                                                 
4 David M. Henkin, City Reading: Written Words and Public Spaces in Antebellum New York, 
New York: Columbia University Press, 1998, p. 164. Henkin situates the banknote as merely one 
type of “urban text” that required close looking yet eventually became part of the wallpaper of 
everyday life. Edwin G. Burrows and Mike Wallace also refer to Manhattan as the “nation’s 
information center” creating a “mountain of printed matter” during the two decades before the 
Civil War, in Gotham: A History of New York City to 1898, New York: Oxford University Press, 
1999, p. 674. 
26 
the ties between social and economic history, and loosen the distinction between art 
created for beauty and art created for commerce in antebellum America. 
A City of Paper: 
Throughout the 1830s and 1840s, the opportunity for engravers to make a living 
from their work increased in ways unimaginable in the previous generation. President 
Andrew Jackson’s obliteration of the central banking system, combined with a boom in 
all sorts of publishing, from daily newspapers and niche-market periodicals, to the rise of 
the novel, created a golden age for a highly skilled engraver. Nowhere was this 
opportunity felt more keenly than in New York City. Acting as a hub for goods moving 
across the Atlantic Ocean, or across the newly created Erie Canal, by the 1840s, the city 
had become an information capital, with most of that information dispersed via the 
newspapers, broadsides, trade bills, and other forms of communication that literally 
papered the city.5 According to historian Daniel Walker Howe, the 1840s saw a reading 
boom in the United States, and boasted the largest literate public in the world. Howe 
credits newer oil lamps that cast off more light than candles as well as the mass 
production of eyeglasses, which allowed more Americans to read than ever before.6 The 
New York Herald, one of the most widely read newspapers in the nation, boasted a 
                                                 
5 Burrows and Wallace, Gotham, p. 674. 
6 Daniel Walker Howe, What Hath God Wrought: The Transformation of America, 1815-1848, 
New York: Oxford University Press, 2009, p. 627. 
27 
readership of 20,000 just fifteen months after it began publishing under the leadership of 
James Gordon Bennett.7 It was, as Ralph Waldo Emerson said, an “ocular” age.8 
As the nation became more and more divided along sectarian lines in the twenty 
years leading to the Civil War, the work of writers and artists to create and foster a 
common sense of national culture—one highly controlled in an effort to create an ideal, 
morally upright, and useful citizenry—became the most discussed element of their 
labors.9 “The expansive Enlightenment confidence in the human ability to encompass all 
knowledge,” Dell Upton notes, “was subsumed by New Yorkers’ sense of their power to 
                                                 
7 Burrows and Wallace, Gotham, p. 526. The authors also note that by four years after it’s 
founding, the paper surpassed The Times of London in global circulation. James Gordon Bennett, 
a self-styled man of the people, would insert himself into several narratives explored in this 
dissertation, most notably in his attacks on the American Art-Union, as discussed in chapter two. 
This figure is notable, as the US Census Bureau gives the population of New York City in 1840 at 
312,710, meaning The New York Herald, in a little over a year, had gained 7% of all newspaper 
sales in the city. https://www.census.gov/population/www/documentation/twps0027/tab07.txt. 
8 Ralph Waldo Emerson and William H. Gilman, ed “May 14, 1837,” Journal C, in Journals and 
Miscellaneous Notebooks, vol. 5, 1835-1838, Cambridge: Harvard University Press, 1982, 327-
328. This phrase also serves as a point of investigation in Peter John Brownlee, The Commerce of 
Vision: Optical Culture and Perception in Antebellum America, Philadelphia: University of 
Pennsylvania, 2019, p. 10. Brownlee discusses the theoretical and technological advances in 
sight, seeing, and vision during the antebellum period that helps to illuminate the ways people 
received and interpreted images during this era.  
9 Pierre Bourdieu, The Field of Cultural Production: Essays on Art and Literature, Randall 
Johnson, ed., New York: Columbian University Press, 1993, p. 40-41 discusses the political and 
social arguments cultural and social gatekeepers utilize to create striations of classes. Howe, in 
his article “The Market Revolution and the Shaping on Identity in Whig-Jacksonian America,” in 
Melvyn Stokes and Stephen Conway, eds., The Market Revolution in America: Social, Poitical, 
and Religious Expressions, 1800-1880, Charlottesville: University Press of Virginia, 1996, p. 
268, does not allude to Bourdieu, but he does, however, note that acting in this role as a cultural 
and political gatekeeper was intrinsic to American “Whiggery.” Citing Louise Stevenson’s The 
Victorian Homefront: American Thought and Culture, 1860-1880, New York: Twain Publishers, 
1991, he quotes, “Whiggery stood for the triumph of the cosmopolitan and the national over the 
provincial and local, of rational order over irrational spontaneity, of school-based learning over 
traditional folkways and customs, and of self-control over self-expression. Whigs believed that 
every person had the potential to become moral or good in family, school, and community 
nurtured the seed of goodness in his moral nature.”  
28 
acquire anything the world offered.”10 The pursuit of information, both written and 
visual, was no longer, as Upton suggests, just a moral undertaking, but a pastime that the 
current of the economy ran through, sometimes pushing forward the popular (novels, the 
penny press, cheap woodcuts) over the more substantial (history books, literary 
magazines, oil paintings) due to cost, access, and level of entertainment. One example 
was the “Gift Book,” an annual publication decorated with fine tooled leather and gilt 
pages and filled with poetry, literature, and steel engravings meant to be exchanged as 
gifts for Christmas or other special occasions.11 As art historian Stephanie Heydt notes, 
these books, which thrived from 1835 until about 1845, melded “a corresponding social 
narrative, one based on rituals of exchange, with its value derived from associations of 
that exchange.”12 Through the act of giving and receiving such books, tasteful antebellum 
citizens reinforced acceptable examples of literature and art for at home use. Not only 
were people absorbing this information, but critics, editors, and observers also wrote 
about how people absorbed this information, fretting about the quality, the 
appropriateness, and even the ability of the common person to discern good quality 
writing from bad, and moral, uplifting art from the vulgar. 
                                                 
10 Dell Upton, “Inventing the Metropolis: Civilization and Urbanity in Antebellum New York,” 
pg. 2-45, in Catherine Hoover Voorsanger and John K. Howat, eds., Art and the Empire City: 
New York, 1825-1861, New York: The Metropolitan Museum of Art and New Haven, Yale 
University Press, 2000, p. 24. 
11 Stephanie Heydt, The Art of “The Gift:” Edward L. Carey, William Sidney Mount, Daniel 
Huntington and the Antebellum Gift Book, Ph.D. dissertation, Boston University, 2008, p. 10-31. 
Although Heydt’s dissertation specifically examines the role of The Gift: A Christmas and New 
Year’s Present, published in Philadelphia by Carey and Hart, rival publications, based in Boston 
or New York City were created with similar themes. 
12 Ibid., p. 12. 
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Consuming this flood of popular culture were men and women who streamed into 
the city from their more rural communities to create new lives. The abandonment of the 
rural for the city reflected the greater change that the market economy held for the future 
of the United States. As Brian P. Luskey argues in his essay on the changing idea of 
masculine work in the antebellum era, a rupture occurred between those who advocated 
the Jeffersonian ideals of self-sustaining landowners who were able to support 
themselves without debt or landlord—and “handwork” or “headwork,”—those who made 
their way in the new commercial world of the cities in offices, stores, and general labor as 
wage earners.13 In addition, as these newly mobile Americans descended upon the city, 
the figure they cut through the streets raised eyebrows. Yankee Notions magazine, a 
satirical publication based in New York City published monthly throughout the 1850s, 
frequently mocked the appearance of these new men, noting their obsequiousness in both 
the humorous anecdotes about clerks selling to women (who seem willing to buy any line 
the clerk offers) and in the accompanying illustrations.14  In the illustration, “Safe to rise 
in his Profession,” (image 1-2, Yankee Notions, vol. 1, no. 3, March, 1852) two pretty 
young ladies examine a bolt of fabric presented by the clerk, a greasy-haired, spotty man 
                                                 
13 Brian P. Luskey, “Jumping Counters in White Collars: Manliness, Respectability, and Work in 
the Antebellum City,” in Journal of the Early Republic, vol. 26, no. 2, Summer, 2006, p. 174. 
Luskey argues that as men moved into the city, the efforts by middle class men to distinguish 
themselves from “handworkers,” or general laborers and stress the “headwork” that went on even 
in store clerking jobs became a preoccupation. 
14 “Safe to Rise in his Profession,” in Yankee Notions: or The Whittlings of Jonathan’s Jack-
Knife, vol. 1, no. 3, March, 1852, p. 73 and “Our Boarding House—No. V, Our Dry Goods 
Clerk,” in Yankee Notions, vol. 2, no. 9, September, 1853, p. 272. The magazine began life as an 
extensively illustrated journal with large and well-executed engravings, but by the end of the 
decade, the illustrations were smaller and less detailed, and the page count was significantly 
lower than early issues. The magazine ceased publication in 1858. 
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with an overly large head and skinny body. His head is almost completely round except 
for the pointed, beak-like nose, and his beard is scraggy and unkempt. He wears 
fashionable plaid pants and a tight jacket and waistcoat, and holds the fabric with one 
pinky finger conspicuously raised, as if to feminize him for the viewer. The joke, 
according to the author, is that these women instantly fall for the clerk’s lies about selling 
this same pattern of fabric to the crowned heads of Europe and to First Lady Fillmore.  
In another illustration a year later, the image of the clerk appears once more, this 
time surrounded by the articles of clothing that mark him as a new man (image 1-3, 
Hoppin?, “Our Boarding House—No. V, Our Dry Goods Clerk,” Yankee Notions, Vol. 2, 
No. 9, September, 1853, p. 272). Described by the author as consisting “chiefly of cloth 
and pinchbeck [a copper alloy painted to resemble gold],” this clerk is not nearly as 
exaggerated as the previous salesman, yet the trappings of the latest trends, and his efforts 
to peddle them, surround him.15 Once again, the clerk is presented as a tall, thin man, 
with short hair that curls ostentatiously at the temple. Seen in profile, the clerk has a very 
long, snout-like nose and jaw line, accented with a wispy moustache. Dressed in a 
topcoat and skinny trousers, the figure accessorizes his suit with three round buttons, 
perhaps collar studs, a tie-pin to decorate his ascot, and cuff links that peek out of his left 
coat sleeve. The clerk casually leans against a cabinet while holding a length of fabric. 
Stockings and fabric also hang in the window behind him, another clue to his profession. 
To the side of the counter, the man’s hat, trimmed with ribbon, and a walking stick rest 
on a short pedestal. The author makes much of these possessions, noting his “broad-
                                                 
15 “Our Boarding House,” p. 272.  
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brimmed straw hat,” and “an important part of his constitution, a little Malacca stick, 
with part of a lady’s lower limb, cared in ivory, for a head.”16 The man is clearly 
presented as a dandy by the cartoonist. 
Other satirical magazines depicted the clerk in a similar way. Nick-Nax For All 
Creation featured a vignette in an issue from 1857 that likened these dealers in goods and 
paper money to swindlers (image 1-4, “A Coarse Insinuation—By a Lad with many 
Sisters,” in Nick-Nax For All Creation, April 1, 1857, p. 377.) Confronted by a little boy 
at a store, this clerk may be the most comical in this set of images. Stopped in middle of 
the store as he is, perhaps, helping the woman with her back to the viewer, the clerk holds 
a garment hook in his right hand and a short woman’s cloak, priced at $1.50, in his left. 
As the young man in a coat, hat, and shiny black boots, stares at the man, he tells him he 
is there “to see what a Swindler looks like. My father says them and Dry Goods Clerks is 
all one,” the man’s jaw drops. The little boy’s statement is not the only joke played on the 
clerk. The illustrator has depicted the man with a claw-like right hand, a very jagged tie, 
and huge, almost poodle-like hair. His credibility questioned by the young man and the 
banner promising “Cheap for Cash” in the background, and his exaggerated appearance is 
meant to undermine the idea that clerking is a job for serious men. The descriptions and 
the visual image suggest to the reader that perhaps while the clerk is successful, there is 
something in his nature that is distasteful and untrustworthy. These new men, who made 
their money as middlemen rather than through their own manual labor or artisanry, were 
                                                 
16 “Our Boarding House,” p. 272. 
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seen as figures of fun and with no small amount of suspicion. Those in careers created by 
the new economy then, needed to prove the legitimacy of their work. 
“Pictures are More Powerful Than Speeches”:17 
At the same time as these new, socially mobile men and women poured into cities 
such as New York, those in positions of power worried about the values, morals, and 
education of the new classes. While newspapermen such as James Gordon Bennett, the 
editor of the New York Herald, positioned themselves as champions of the average man 
against the seemingly unknowable market forces and efforts to dictate the social and 
political life of the middle class by Whig politicians, others felt there should be a national 
culture that would educate the lower classes and create a common idea of good 
citizenship. Although focused on political and economic policies in Washington and New 
York, Whig fine art patrons searched for ways to spread their vision of a country united 
through imagery.  
Prior to the 1840s, public exhibitions of art in the United States remained rare.  
The American Academy of Fine Arts, founded in New York City in 1802, hoped to 
encourage the arts in the United States, providing exhibition space and rooms in which 
aspiring artists could study. The fledgling organization struggled in its first few years, but 
by 1816, the Academy nominated John Trumbull—a popular American history painter in 
                                                 
17 Charles E. Baker, “The American Art-Union,” in Mary Bartlett Cowdrey, ed.  American 
Academy of Fine Arts and American Art-Union: Introduction, New York: New York Historical 
Society, 1953, p. 153. For an in-depth examination of the American Art-Union and engravers, 
please refer to chapter two of this dissertation. This phrase, taken from AAU President Prosper 
Wetmore’s speech to members in 1849 boasted of the role the AAU played in supporting so many 
painters of American history scenes, arguing that images were much more impactful on the 
developing mind than a book on history. 
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the Early Republic era—for president, a position he ultimately held until the waning days 
of the Academy.18  Under Trumbull the group sought to replicate the success of similar 
Academies in Europe, yet lacked the sort of formal patronage system, or even the artistic 
training system that supported and drove those institutions abroad. To compensate, the 
Academy purchased plaster casts of famous classical sculptures for the instruction of 
students, borrowed works of art by old European masters—mostly owned by members of 
the board of directors or their friends—for exhibitions, and displayed work by well-
established American artists.19 The Academy’s reliance on a European model, coupled 
with a board made up of businessmen and collectors rather than artists, led to discontent 
among the Academy’s student and artist, members who felt the emphasis on displaying 
and selling European rather than contemporary American art limited their prospects.20 In 
1825, under the leadership of Samuel F. B. Morse, a group of artists, including Thomas 
Cole and Asher B. Durand, decided to break from the American Academy.    
The National Academy of Design, founded in New York and presided over by 
artist and inventor Morse, displayed art on a rotating basis and opened its doors to artists 
                                                 
18 Theodore Sizer, “A History of the American Academy,” in Cowdrey, American Academy of 
Fine Arts and American Art-Union: Introduction, p. 20.  Sizer explains that Trumbull’s reign 
“was due to the force of his personality.” 
19 Ibid, p. 21 and 48. European academies did instruct art students using copies of classical and 
Renaissance-era sculpture, but also supported apprentice-like systems and connected artists with 
royal patrons. The American Academy, however, simply did not have the reach or the resources 
to become an institution like their British and French counterparts. 
20 For an excellent breakdown of the overlapping and, often antagonistic players in the American 
Academy versus the National Academy of Design debate, see both Theodor Sizer’s “The 
American Academy of Fine Arts,” in Cowdrey, American Academy of Fine Arts and American 
Art-Union, and Carrie Rebora Barratt’s chapter, “Mapping the Venues: New York City Art 
Exhibitions,” in Catherine Hoover Voorsanger and John K. Howat, eds., Art and the Empire City: 
1825-1861, New York: Metropolitan Museum of Art, 2000, specifically pages 50-53. 
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at all levels.21 Initially focused on the skill of drawing (the basis for fine arts and 
architecture), the NAD became the first institution in the United States run by, and 
specifically for, artists. The NAD quickly attracted talented painters, engravers, and 
sculptors, and an artist’s election as an Academician—a status conferred by their peers—
became marker of status and legitimacy. This system, along with their museum and 
school, is still in place today. The NAD also created a program of contemporary art 
exhibitions, displaying works by Academicians in an effort to encourage both public 
patronage and provide instructive examples for aspiring artists. The annual exhibition 
became an important social event in New York City, reported on by the major 
newspapers and attracting crowds as seen in an engraving from the Illustrated News for 
May 7, 1853 (image 1-5, National Academy of Design Records, 1817-2012, Archives of 
American Art, Smithsonian Institution). Fashionably dressed men in top hats and 
tailcoats mingle with more middle-class men in cutaway coats and plaid trousers, women 
in crinolines and wide skirts, and children who consult gallery guides. The walls of the 
gallery are lined with landscapes along the lower row, while portraits, perhaps of a few of 
the Academicians, are hung above, as if looking down on the crowd below. Morse, long 
since retired as president, happily exclaimed to the newspaper, “he had left it [the NAD] 
as child and, after an absence of a few years, had found it a man,” he also admitted that of 
the portraits on display, “some are libels of the human form.”22 Although acknowledging 
the varied skill level of American artists, Morse remained a supporter of the National 
                                                 
21 Cowdrey, American Academy of Fine Arts and American Art-Union, p. v. 
22 “National Academy of Design,” in Illustrated News, May 7, 1853, p. 296, National Academy of 
Design Records, 1817-2012, Archives of American Art, Smithsonian Institution.  
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Academy. 
The Lantern, a satirical magazine from the 1850s, eagerly poked fun at some of 
these “libels” in their article, “The Unnatural Academy of Design” (image 1-6, The 
Lantern, New York, July 21, 1852, p. 36). Arguing “the only honest way of criticism…is 
to accompany every stricture with a copy of the Work reviewed,” the article “recreates” 
the paintings on display with captions from the “critic.” The first painting—that of a 
woman seated on a sofa in a well-appointed room—compels the critic to note “This is a 
fine picture of a carpet. The cost of the Sofa must also be considerable,” while the 
painting of the backside of a cow on the upper right of the article declares, “This is one of 
the Artist’s happiest efforts.”23 Despite the best efforts of the NAD to show the best of 
American art and attract the finest artists in the country to their organization, they were 
not immune to criticism in the press, or to the idea that the market could support more 
than one artistic venture. 
James Herring, artist and businessman, sensed an opportunity for art in the newly 
bustling and increasingly cosmopolitan New York City and opened his own, independent 
space, the Apollo Gallery, in 1838. For a 25 cent entry fee, Herring hoped that this 
gallery format, advertised as more accessible than the NAD, would connect American 
artists with new patrons and generally drum up enthusiasm for the arts. The first year of 
                                                 
23 “Unnatural Academy of Design,” in The Lantern, New York, July 31, 1852, p. 36. The article 
covers two pages and includes satirical drawings of landscapes, portraits, and history scenes. At 
the end of the article, the “editors” inserted a postscript explaining to readers, “We stop the Press 
to announce that our Pictorial Critic has just rushed in to say, that the foregoing article is a 
Forgery—that he has never written it, and that consequently somebody else has. Our Owl is in a 
state of so profound an indignation that it can only wonder at human depravity.” 
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operation was financially disappointing, however, and Herring soon looked to other art 
enthusiasts in the city to keep the doors of the gallery open. Taking their cues from art 
unions which had sprung up across the European continent in the 1820s and 1830s, 
Herring and his group subtly reconfigured their organization to match their overseas 
counterparts, stating “it is known that in London, Paris Munich, and other continental 
cities, where Associations had been formed, they had given an impulse to the arts.”24 
With this model in mind, Herring’s group, then called the Apollo Association, formally 
became the American Art-Union in 1844.  William Cullen Bryant, poet and editor of the 
New York Evening Post became the first president under the organization’s new model, 
and oversaw the transition from Association to Art-Union.25   
As an Art-Union, the managers hoped the modest subscription price, which would 
allow the group to purchase paintings, operate a gallery space, and provide small stipends 
to artists, would foster an interest in art that appealed not just to traditionally wealthy 
patrons, but also to the newly influential middle classes.  In addition to the subscription 
service, the Union managers opened the Free Gallery in New York City, displaying 
works of art purchased by the Union and intended for distribution in the lottery.26 Despite 
their lofty goal of creating a highly-curated, tightly controlled sense of national taste and 
culture which would facilitate a united public feeling, the AAU faced criticism based on 
their distribution method, the politics of their managers, and the pretension of their goals. 
While magazines likened the lottery distribution to mere gambling, noting, as Scientific 
                                                 
24 Baker, “The American Art-Union,” p. 132.   
25 Ibid., p. 132.   
26 Ibid, p. 104-105. 
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American did in 1851, “the greater amount of intelligence and of respectability there is 
about any evil, the more heinous that evil is,” others, like the Home Journal, edited by 
bon vivant Nathaniel Parker Willis, called the AAU a “humbug” managed by “jealousies 
and favoritism.”27  
Satirical magazines also targeted the AAU, especially as the short-lived 
organization came to an end. Alluding to Willis’s argument, as well as Minor Kellog’s 
famous accusation that “numbers rather than quality seem to govern the Art-Union,” 
satirists sharpened their pens to inform readers how far the organization had fallen.28 In 
back to back issues of Yankee Notion from 1852, the editors poked fun at the collapse of 
the Art-Union and the cancellation of the distribution in 1851. An article titled 
“Jonathan’s Art Union Distribution” refers to subscribers as “suckscribers” and while the 
fictional narrator disburses “prizes” such as “Itching Palm” and “toadstools,” to 
prominent men in New York, he promises subscribers “tew aour “Notions” a large 
Panoramic Engraving, calkilated tew take daown a’most anythin’ in creation.”29 A half-
page engraving accompanies the story, as a man striped pants, black coat, upturned 
collar, and top hat stands on top of a barrel parceling out vegetables and flowers from a 
wide, but shallow basket, to a small crowd of men and boys around him (image 1-7, 
                                                 
27 “Art Unions Lotteries, &c.,” in Scientific American, Vol. 6, No. 22, February 15, 1851, p. 173 
and “A New Art-Union,” in Home Journal, Vol. 20, No. 222, May 11, 1850, p. 4. This was in 
addition to the loud public feud between the New York Herald and the AAU. 
28Kellogg, Miner K, “Art-Unions: Their True Character Considered,” International Monthly 
Magazine, Vol. 2, January 1851, quoted in Lett, “Pictures are More Powerful than Speeches,” p. 
41. 
29 “Jonathan’s Art Union Distribution,” in Yankee Notions: Or, Whittlings of Jonathan’s Jack-
Knife,” Vol. 1, No. 4, April, 1852, p. 128. While the authors of Yankee Notions prolifically 
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“Jonathan’s Art Union Distribution,” in Yankee Notions: Or, Whittlings of Jonathan’s 
Jack-Knife,” Vol. 1, No. 4, April, 1852, p. 128.). The name “Art Union” is written in the 
archway window on the imposing building behind the man, suggesting the scene takes 
place outside the Art-Union galleries on Broadway. Tellingly, as the distributor reaches 
out to give some sort of plant to a member of the crowd, his arm cuts across a placard 
declaring this a “humbug distribution,” undercutting the value of the Art-Union and 
implying that subscribers were willing dupes. An article from March of the same year, 
written as a letter to the editor from “Green-horn,” relates the tale of a man new to New 
York City who squandered the money given to him by his female cousins on 
memberships to the Art-Union.30 The “Green-horn,” at first pleased with his investment 
on his relatives’ behalf, is soon informed that the AAU “intends to cheat the subscribers 
out of their money, and that there is no use in her and her sisters a-preparing of their 
grand dresses to attend the drawing of the prizes, as the only prize likely to be drawn this 
year, has been already drawn, and proves to be a bill of indictment against the ‘New 
York Herald!’”31   
Indeed, accusations by the New York Herald, informed a full-page satirical 
drawing in The Lantern (Image 1-8, “The Art Union Examination,” N. Levy, New York, 
May 21, 1853). Inspired by the Herald’s accusation that the Art-Union was “an 
abolitionist clique” spending its money not on paintings, but on “oyster and champagne 
                                                 
30 “The American Art-Union,” in Yankee Notions; or the Whittlings of Jonathan’s Jack-Knife, 
Vol. 1, No. 3, March, 1852, p. 95. The women have given him all their money to invest wisely, 
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31 “The American Art-Union,” in Yankee Notions, p. 95. 
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suppers,” the scene depicts a small crowd inspecting towering champagne bottles labeled 
“Cozzens Sparkling Advertisement.”32  While a woman and man in the background 
consider the bottles, a square-faced, bearded man, perhaps one of the AAU managers, 
greets another visitor and gestures towards piles of The Daily Times, referencing the 
supposedly inappropriate business relationship between the art organization and the New 
York Daily Times. Despite the allegations of mismanagement and intrigue depicted in the 
cartoon, the subtitle calls this a “Fancy Sketch—Highly Colored.” This image, created 
after the lawsuit against Bennett and the New York Herald had failed and the New York 
Superior Court ruling against the AAU’s lottery system caused the organization to close 
it doors, suggests that all that is left for the public to salvage are some sips of 
champagne—as demonstrated by the man trying to climb into the bottle in the 
foreground—reviews by cronies, and the “fancy sketches” that were issued with 
increasing regularity while awards of major works fell.33 By the end of the art union 
experiment, then, public opinion viewed the organizations with suspicion and the Art-
Union itself was soon forgotten. Work for its artists however, especially the engravers 
hired to create the prints for distribution, continued in a new, rapidly growing, arena: 
banking. 
                                                 
32 As quoted in Patricia Hills, “The Art-Union and the Ideology of Empire,” in Amanda Lett, 
Patricia Hills, Peter John Brownlee, and Randy Ramer, Perfectly American: The Art-Union and 
Its Artists, Tulsa: Gilcrease Museum, 2011, p. 59-61. Abraham Cozzens was a wealthy merchant 
and importer, as well as a prominent manager of the American Art-Union. He became president 
of that organization in 1850, and was noted for his early patronage of both Emmanuel Leutze and 
Daniel Huntington. (see biographical note in Arlene Katz Nichols’s dissertation, Merchants and 
Artists: The Apollo Association and the American Art-Union, New York: City University of New 
York, 2003, p. 366-367.) 
33 For more on the link between the end of the American Art-Union and the increase in 
engravings please see chapter two of this dissertation.  
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“The Crisis and the Metropolis”:34 
Despite New York City’s seemingly secure position as a city with limitless 
potential in the antebellum period, much of the boom in publishing of works of all sorts 
took place against real financial turmoil. In 1836, during his last message to Congress, 
President Andrew Jackson, culminated his war on centralized banking with a directive 
called “The Specie Circular,” and claimed that because paper currency was merely a 
“pernicious expedient,” those purchasing federal lands would have to pay using hard 
currency of gold or silver.35 Jackson, who rode a wave of populism from the western 
states into office, used a general distrust of paper money, perpetuated in newspaper 
accounts of conmen and spurious notes, and the banking sector at large to succeed in 
tearing down a perceived enemy while creating the foundation for the financial turmoil to 
follow in the years leading up to the Civil War.36 The financial panic in 1837, caused by a 
collapse in the cotton market which rippled through banks in Philadelphia, New York, 
and farther into the lending institutions of Europe, malingered into the Depression of 
1839, brought down the Second Bank of the United States, devalued land and crop prices, 
and caused President Martin Van Buren—in a move that exacerbated the mess left to him 
by his predecessor and professional mentor, Jackson—to tell the American public not “to 
substitute for republican simplicity and economical habits a sickly appetite for effeminate 
                                                 
34 “The Crisis and the Metropolis” is the title of an editorial from The New York Times printed on 
September 29, 1857, that advocated a return to a national central bank located, conveniently, in 
New York City. 
35 Andrew Jackson, Eighth Annual Message to the Senate and the House of Representatives, 5 
December 1836, accessed via Academic Search Premier, pg. 8 and10-11. 
36 Howe, What Hath God Wrought, p. 382 and 393-394. 
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indulgence.”37 These admonitions were cold comfort to many, and yet, by the mid-1840s, 
the economy improved. 
Just over ten years later, in 1857, another financial panic swept the nation. 
Towards the end of August, a nationwide firm, the Ohio Life Insurance and Trust 
Company, closed their New York branch due to corporate malfeasance and set off a 
string of bank closures, credit freezes, and fist fights on the Stock Exchange floor.38 
Throughout September and October, newspapers alternately tried to reassure or inflame 
readers with articles on the panic. On October 3rd, Frank Leslie’s Illustrated remarked in 
their heading “Financial panic is spreading far and near,” while an article from the New 
York Daily Times the month before, titled “The Great Failure,” tried to reassure its 
readers that this financial downturn was made to seem worse due to “Panic-
manufacturers” needlessly stirring up fear and distrust in banks.39 Indeed, by the 
beginning of October, numerous banks in Boston, Philadelphia, and points farther west 
had failed, and the repayment of loans issued to Midwestern landowners and other 
speculators in the market dried up.40 While panic gripped the rest of the nation, New 
York City found itself in a surprisingly favorable state. Despite critics, like the editors of 
the Savannah Republican, who, in 1852, saw the hustle and bustle of the city as “the 
                                                 
37 Martin Van Buren’s Third Annual Message, delivered to Congress on December 4, 1839, as 
quoted in Howe, What Hath God Wrought, p. 505. Howe also notes Van Buren warned the public 
that all they could expect from the national government was “strict economy and frugality.” His 
response was not warmly received. 
38 Burrows and Wallace, Gotham, p. 842-843. The authors point out that global factors, including 
the end of the Crimean War, also contributed to the instability in the American market. 
39 “Financial Panic Is Spreading Far and Near,” Frank Leslie’s Weekly, 3 October 1857, np, and 
“The Great Failure,” New York Daily Times, 3 September 1857, p. 4. 
40 Burrow and Wallace, Gotham, p. 843. 
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foibles of an ungrown giant,” the editors of the New York Daily Times were eager to 
respond by writing,  
It is not passion, feeling, alone that is stimulated into unnatural activity by City 
life. The same stimulus affects all the faculties. Constant intercourse with others,--
the habit of seeing everything and everybody actively engaged in some pursuit,--
all going one way;--you inevitably fall into their pace and walk with them. . . It is 
this stimulus, the artificial product in a great degree of living in crowds, which 
gives to the business, the daily life, the whole character of great Cities, such 
wonderful energy and vigor, and which enables them to accomplish such gigantic 
schemes in every department of active exertion.41 
 
This “active exertion” by a public on the make helped to shield the city from the full 
effects of the financial crisis. Indeed, by December of 1857, the worst seemed to be over 
for both the country and the city, with Harper’s Weekly noting that the banks still in 
existence were “hasten[ing] to place themselves in line with their brethren of the 
metropolis.”42  
 This latest panic, however, sent a ripple through the bank note world, already 
perceived by the public as an industry that straddled the line between legal and illegal. 
Burrows and Wallace note that the boom and bust cycles that had become a part of life 
since the Bank War “raised moral hackles” and created a public distrustful of financial 
instruments seemingly out of their control.43 Adding to this distrust were advertisements 
and business notes that resembled bank notes and could fool the less cautious or 
inexperienced visitor to the city. In a two-panel cartoon published three months after the 
                                                 
41 “Influence of Cities,” New York Daily Times, 7 April 1852, p. 2. 
42 “The Resumption of Specie Payments,” Harper’s Weekly Magazine, vol. 1857, no. 12/19, p. 
802. 
43 Burrows and Wallace, Gotham, p. 569.  
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Panic of 1857 titled “Finance Among the Juveniles,” distrust of banks and bank notes has 
trickled down to the younger generation (Image 1-9, Harper’s Weekly, January 16, 1858, 
p. 48). The first panel shows two young bootblacks, both with pug-like faces and wearing 
overly large shirts seated upon their shoeshine stations. The lad on the left is counting his 
coins while he asks his friend if he is up to date on the latest news. When his friend says 
“no,” the first boy shames him a bit and exclaims “And you don’t catch me puttin’ any of 
my money into them banks!” In the next panel, two more young men regard a notice 
posted on a wall. One child has his back to the viewer, but wears an oversized coat and 
has papers tucked under his arm, most likely his quota to sell for the day. The taller boy 
has a serious look on his face as he tells his friend that they should be on the lookout for a 
$500 counterfeit bill. While this exchange might seem innocent, the taller boy’s dialog is 
labeled the “Prudent Capitalist,” and he and his friend are on the hunt for a get-rich-quick 
scheme. These two Harper’s Weekly panels suggest that the feeling of uneasiness in the 
financial markets was so common, even poor, working children could comment upon it 
wryly. Upton, in his chapter on the landscape of New York City, quotes an anonymous 
writer who declared Wall Street as a place where brokers “carry on their occult 
operations,” and cites another commenter who remarked, “We never pass Wall-Street 
without a shudder. Who knows but what at the moment we pass it, some infernally 
ingenious speculator is planning a financial juggle by which he is to make a fortune, and 
at least fifty of us to be ruined somehow.”44  
                                                 
44 Upton, “Inventing the Metropolis: Civilization and Urbanity in Antebellum New York,” p. 28-
29.  
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This uncertainty led to a merger of multiple bank note houses into one new entity: 
The American Bank Note Company. Formed from four major firms: Danforth, Perkins & 
Co., Bald, Cousland & Co, Toppan, Carpenter & Co., and Jocelyn, Draper, Welsh, & Co, 
the American Bank Note Company eventually included Rawdon, Wright, Hatch and 
Edson, as well as the small, artist-owned company run by Alfred Jones, William C. 
Smillie, and Francis Edmonds.45 They announced their merger through a series of 
advertisements in major newspapers. One such announcement appeared in the New York 
Times in May, 1858, proclaimed this new organization was created, “For the purpose of 
placing the Bank-Note Currency of the country upon a basis of greater security,” and 
that: 
This Company offers to the public important advantages. It combines the greatest 
skill and experience with the most perfect division of labor. It brings to bear all 
improvements in machinery. It offers the opportunity of selection from the whole 
material now in use. It gives the greatest possible security by the superior 
perfection of work. It places the business on a permanent footing, protecting the 
community against contingencies that might arise from the dissolution or 
derangement of any particular firm.46 
                                                 
45 These, and other, various banknote companies, as noted by historian Stephen Mihm in his 
book, A Nation of Counterfeiters: Captialists, Con Men, and the Making of the United States, as 
well as Joshua Greenberg’s examination “The Era of Shinplasters: Making Sense of Unregulated 
Paper Money,” in Brian P. Luskey and Wendy A. Woolson’s Capitalism by Gaslight: 
Illuminating the Economy of Nineteenth-Century America, began to spring up during the 
Revolution and flourished in the 1830s. see also W. Handsel Griffiths, The Story of the American 
Bank Note Company, New York: American Bank Note Company, 1959. It is uncertain when or 
how much of the information in the pamphlet belongs to Griffiths, as he died in 1877. However, 
he is the only author listed. See also, Franklin Noll, “The United States Monopolization of Bank 
Note Production: Politics, Government, and the Greenback, 1862-1878,” in American Nineteenth 
Century History, Vol. 13, No. 1, March 2012, p. 17. After the Civil War, the federal government 
began to shift currency printing to the newly created Bureau of Printing and Engraving, and 
despite objections by the American Bank Note Company, all legal tender began to be produced 
by the government in 1878. The ABNCo then shifted their focus to stamps, stock certificates, and 
foreign currency.  
46 “American Bank-Note Company,” in the New York Times, May 19, 1858, p. 3. Classified ad.  
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Despite these pronouncements, historian Stephen Mihm points out that consolidation did 
not necessarily lead to a more secure banking system with fewer counterfeit notes in 
circulation. He cites a New York Times article from 1862 that lamented the quality of 
paper money in circulation which “threatened to undermine what little faith people still 
had in the money supply.”47 Although they encountered limited success in curbing the 
counterfeit problem, the American Bank Note Company was a symbol of business to 
come; Mihm argues the organization “became the first business in the nation to achieve 
the vertical and horizontal integration characteristic of the modern industrial age.”48 By 
boasting, as the ABNCo did in 1861, that they “employ[ed] some of the best artists in the 
country in sketching designs,” and trading on the familiarity and the public respect of 
artists like Felix O.C. Darley, the bank note industry hoped to convince skeptical users 
that their brand name equated to a quality product.49 As with the American Art-Union 
then, engravers were critical to the popular perception of an industry. 
 “Graver Professions” 
In February 1848, Godey’s Lady’s Book devoted a lengthy article in their section 
on fine arts to a surprising topic: bank notes. To their middle class—or aspiring—reader, 
they explained the process of creating bank notes in the country and argued that while 
                                                 
47 Stephen Mihm, A Nation of Counterfeiters: Capitalists, Con Men, and the Making of the 
United States, Cambridge: Harvard University Press, 2009, p. 303-304. The New York Times had 
a particularly negative assessment of the state of currency at this low point during the war, stating 
the poor quality of paper money was “degrading to our National character…undermining our 
morality as a Nation.” 
48 Ibid, p. 303.  
49 “How Bank Notes are Made,” The Saturday Evening Post, September, 28, 1861, p. 4. 
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notes are unlikely objects of appreciation, “we need not be surprised that what was once 
but a mere money-making trade, should have risen to the dignity of a beautiful ART,” 
due to the work of engravers.50 The magazine counted nearly 150,000 subscribers across 
the nation before the Civil War, sought to create a knowledgeable, socially informed 
woman at the center of the household domestic sphere, and was widely influential in 
forming public opinion.51 While public appreciation of bank note vignettes was certainly 
widespread, despite the ever-present threat of counterfeit notes, employment for bank 
note engravers was labor intensive, yet could be sporadic. Engravers worked on vignettes 
for bank note houses, but few were employed by only one firm—indeed, Alfred Jones 
sold work to at least five bank note companies before the Panic of 1857 spurred the 
creation of the American Bank Note Company.52 How then, did bank note engravers, 
whose work was so appreciated by magazines such as Godey’s Lady’s Book and 
Harper’s New Monthly Magazine, create the art seen in the hands of thousands? 
                                                 
50 Unknown Author, “Notices of the Fine Arts. Bank-Note Engraving,” in Godey’s Lady’s Book, 
February, 1848. The author lists “Casilear, Cheney, Cushman, Andrews, Pease, [and] Alfred 
Jones” as among the finest engravers in the nation. 
51 Joseph Michael Sommers, “Godey’s Lady’s Book: Sarah Hale and the Construction of 
Sentimental Nationalism,” in College Literature, Vol. 37, No. 3, Summer, 2010, p. 44 and 47. 
Sommers cites the work of Patricia Okker in estimating the number of subscribers the magazine 
had, and also applies Benedict Anderson’s theory of “Imagined Communities” to explain how 
Hale used the language of sentimental literature and art to create a community of Northern and 
Southern women despite the rhetoric of partisanship in the 1850s. 
52 This information comes from the correspondence of Alfred Jones at the American Antiquarian 
Society, MSS J. Jones apprenticed at Rawdon,Wright, Hatch & Edson, and provided vignettes to 
the Continental Bank Note Company, Toppan, Carpenter & Co., formed his own short-lived 
company, “Edmonds, Jones, and Smillie,” with Francis Edmonds and George Smillie, and 
worked with the U. S. Bank Note Company before finally joining with the American Bank Note 
Company. The ABNCo became the primary issuer of bank notes after the financial panic of 1857 
shuttered the smaller business, and still operates in 2018. 
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Creativity, tenacity, and skill with the burin elevated the successful engraver in the world 
of finance. 
When W. L. Ormsby, bank note engraver and advocate of a system design reliant 
not on artists, but on operators of geometric lathes who could create precise, seemingly 
irreproducible patterns on notes to prevent counterfeiting, had his services rejected by the 
United States Treasury Department in favor of the American Bank Note Company in the 
1860s, he published a screed against his rivals.53 Noting that “it is within the memory of 
living men, that when, in the past, a Bank desired to procure pated engraved and bills 
printed, an engraver was applied to person,” he lamented the state of contemporary bank 
note engraving as filled with managers “with but one object in view, viz. to make 
money,” and do this with little regard to technical advancement or the needs of 
consumers.54 While decrying the industry that sidelined him, Ormsby, also argued the 
process was far too complicated and expensive to be efficient. He outlined the steps an 
                                                 
53 Waterman Lilly Ormsby, Cyclodial Configurations, or the Harvest of Counterfeiters. A Matter 
of the Highest Importance Concerning Paper Money. Also Explaining a System of Bank Note 
Engraving, privately published, c. 1860. Ormsby advocated for a few different mechanical 
systems, one, the geometric lathe, worked a bit like a child’s spirograph toy, making precise, 
geometric patterns. Another of his inventions seems to have worked by embossing notes to make 
them less easy to counterfeit. His belief, as note collector Mark Tomasko argues, was that these 
machines offered beauty and an irreproducible, mechanical line that couldn’t be matched by 
vignette engravers. He also advocated for a whole plate design, rather than a customizable plate 
design. 
54 Ibid., p. 9. Indeed, Ormsby even argues that every note that is made from a die is already a 
counterfeit because no one checks to make sure it hasn’t been copied. 
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engraving goes through to become a bank note, from the transfer process, to applying 
denominations, and pricing structure for notes.55  
Before a vignette is submitted to a bank note company, Ormsby estimated a 
serious engraver had spent nearly $800 of his own money on equipment such as lathes for 
intricate, circular designs, ruling machines to quickly apply backgrounds for landscapes 
or portraits, a transfer press where multiple engravings can be combined into one note, as 
well as a general supply of paper, blank plates, tools and chemicals for biting plates.56 
Once a vignette was sold to a bank note company, the artistic plates would be combined 
with denomination plates, letter plates, and other security measures to create a “bed 
piece,” or complete side for one note. The bed piece would then be placed on a transfer 
press to allow a steel cylinder, pressed firmly on the bed piece, to replicate the engraving 
for use by bank note houses.57 Despite the remarkable cost in setting up a studio and 
creating the designs on steel that kept the paper money business afloat, Ormsby estimates 
a highly skilled artist could ask $500 for engraving a plate of four one dollar notes.58 An 
                                                 
55 Waterman Lilly Ormbsy, A Description of the Present System of Bank Note Engraving, 
Showing its Tendency to Facilitate Counterfeiting: To Which is Added a New Method of 
Constructing Bank Notes to Prevent Forgery, privately published, 1852, p. 5-12. Even in this 
earlier volume, Ormsby rails against the Bank Note companies that exclude him from 
commissioned work and accuses them of greed and lax practices. My description of the bank note 
reproduction process comes from these pages. 
56 Ibid, p. 6. By far, the transfer press was the most expensive piece of equipment in the 
engraver’s studio, costing, according to Ormsby, $500.00, but also freeing up the engraver to 
dedicate more time to the aesthetic qualities of the note he was producing. 
57 Ibid, p. 7. Ormsby specifically notes that to “take up” the engraving to the cylinder, “a heavy 
pressure is put upon the cylinder by means of the foot lever, and the beam, moved backward and 
forward by means of the hand-lever, by which the soft steel of the cylinder, is pressed upon the 
hardened bed-piece, until a complete impression is made upon the cylinder in relief.” 
58 Ibid., p. 12. Ormsby also notes that the only way to become an in demand engraver who could 
demand this amount of money and secure multiple commissions was to have “extensive 
influence” with executives in the bank note industry.  
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article in the Saturday Evening Post from 1861 boasted that the American Bank Note 
Company employed “fifteen men…who work eight hours per day and earn from $2,000 
to $4,000 per year” to scale down vignettes using a grid and physically engraving the 
plates.59 Although Ormsby takes pains to remind his reader that his system of bank note 
design is superior, the monetary rewards reveal, perhaps, why bank note houses and their 
contractors were eager to disregard his findings. 
Typically, engravers started their apprenticeship in a few of the major houses that 
took in bank note, stamp, and stationary work.60 In fact, historians recounting the time 
noted that the advancement in technology and opportunity led to something of an 
engraving boom after 1800, with engraving historian David McNeely Stauffer arguing, 
“the number of engravers in the United States increase[d] too rapidly for a separate 
mention” in his brief summary.61 For some artists, bank note engraving became a 
lucrative side business—an 1869 diary entry from artist and engraver James D. Smillie 
notes that he was paid $150 for a single vignette sold to the Continental Bank Note 
Company, work he accomplished while also selling landscapes and other works on 
                                                 
59 “How Bank Notes are Made,” p. 4. According to www.historicalstatistics.org, this would be 
roughtly $52,000-$104,000 per year in 2015 currency. I believe advertising the amount of money 
their engravers made per year was another way to convey the idea of value and quality to holders 
of ABNCo notes, and suggested that these engravers were so highly skilled that they could 
command top prices. 
60 W. S. Baker, American Engravers and Their Works, Philadelphia: Gebbie & Barrie Publishers, 
1875, p. 88-91 for the entry on Jones. David McNeely Stauffer, in his American Engravers Upon 
Copper and Steel, New York: The Grolier Club, 1907, p. xxiv, also notes that many engravers 
learned their trade through the silversmithing industry. Indeed, this is how the older Smillie men 
came to the art of engraving, per James Smillie, A Pilgrimage, manuscript, p. 9, Reel 1701, 
Archives of American Art, Smithsonian Institution. 
61 David McNeely Stauffer, American Engravers Upon Copper and Steel, New York: The Grolier 
Club of the City of New York, 1907, p. xxvii.  
50 
canvas.62 Others, like Philadelphia based engraver John Sartain, preferred to commit 
themselves solely to mezzotint and steel engraving of larger scenes, as, he wrote in 1896, 
“the line manner was so very tedious compared with mezzotint and bank note work was 
obliged entirely with the graver without etching.”63 Existing correspondence and diary 
notes reveal that even artists working with different types of engraving forged an 
acquaintanceship with contemporaries throughout their training that formed a solid 
network of colleagues, many of whom worked together on professional projects, 
including the American Art-Union. 
Despite the tediousness of line engraving, however, engravers continued to solicit 
work from the major bank note houses. Stauffer recalls that the work was also seen as 
completely compatible with artists’ work for magazines, art unions, and other endeavors, 
stating “American bank-note engraving had become deservedly famous throughout the 
world. . . and in this class of work our engravers are still preëminent [sic].”64 Jones, like 
his contemporaries the Smillie brothers, Sartain, John Casilear, and Felix O.C. Darley, 
began their careers apprenticing, but also pursued courses in draftsmanship at the 
National Academy of Design, becoming academicians and earning recognition as fine 
artists in several mediums in their own right.65 Indeed, highly-skilled artists were sought 
                                                 
62 Diary of James D. Smillie, Tuesday, December 14, 1869, Reel 2849, Archives of American 
Art. 
63 Letter from John Sartian to Mr. Wilcox, December 11, 1896, Winterthur Library Collection. 
64 Stauffer, American Engravers Upon Copper and Steel, p. xxviii. Stauffer feels the need to 
stress the legitimacy of bank note engraving as a reputable outlet for the artist’s work by noting, 
“Even the master among American line-engravers, Asher B. Durand, was for some time engaged 
in the manufacture of bank-notes. . .” 
65 National Academy of Design records, 1825-1925, Reel 798, Archives of American Art, 
Smithsonian Institution. 
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out by bank note companies specifically due to their professional artistic achievement. 
Heath’s Infallible Counterfeit Detector, for example, informed its readers “the only thing 
required for a first-class vignette is a first-class artist,” and added, “such artists receive 
high rates of compensation and can usually find plenty of employment from regular 
companies.”66  
Art historian Jennifer Roberts, in her examination of Asher B. Durand’s early 
career as an engraver in the 1820s and 1830s, also argues that, far from being seen as a 
purely commercial undertaking, Durand’s engraving experiences honed his skill as an 
artist and created true works of art. “In general,” Roberts explains, “the vignettes 
designed by Asher engage a depth, drawing the viewer’s eye back into the virtual space 
behind the picture plane of the note,” and also remarks that contemporary sources 
commended his bank notes for “carry[ing] so much taste into the work.”67 Yet their 
contributions, as detailed as they were, were also doomed to be discarded. Roberts sums 
up the complicated relationship between the note and its reception, stating while these 
were “the most technically and aesthetically accomplished steel engravings produced in 
early America,” it was also “the plight of beautiful code that it be decoded and 
                                                 
66 Laban Heath, Heath’s Infallible Counterfeit Detector at Sight: The Only Infallible Method of 
Detecting Counterfeit, Spurious, and Altered Bank Notes, 12th ed., Boston: Self-Published, 1864, 
p. 14. Heath also argues that as quality bank note engravers are in such demand, they are less 
likely to be involved in any sort of counterfeit work. 
67 Jennifer L. Roberts, Transporting Visions: The Movement of Images in Early America, 
Berkeley: University of California, 2014, p. 119-123. In this chapter of her work, she cites the 
banknotes created by Durand and his brothers as the high bar for all American vignette work to 
follow, and argues that their skill allowed the work to be taken seriously by critics and the public 
as vehicles for art.  
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abandoned.”68 Notes were miniature works of art, made to be stored, handled, abused, 
and retired.  
The networking among these artists and their collegial relationship resulted not 
only in a supportive, if competitive, working environment for engravers, but also in a 
continuity of images supportive of positive, nationalistic ideas. As art historian Angela 
Miller noted in her work on nineteenth century landscape art and Manifest Destiny, 
Empire of the Eye, as New York City became the major American city for culture and 
trade, its art organizations shared an outsized role in determining the “appropriate” forms 
of art for the nation.69 Miller argues that the National Academy of Design, as one of the 
few consistently successful artistic organizations in the United States during the 
nineteenth century, used their role as the country’s artistic authority to “hamper the 
development of alternative definitions and expressions. It acted hegemonically.”70 As 
previously noted, Jones, the Smillies, Casilear, and Darley were all Academicians, and, 
following Miller’s arguments, they worked along similar lines. Jones and his colleagues 
participated in an artistic network that encouraged, or at least required a measure of 
collaboration, and this can be seen in the vignettes that were selected for paper money 
throughout the country.71 Although explored more thoroughly in chapter three, the 
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69 Angela Miller, Empire of the Eye: Landscape Representation and American Cultural Politics, 
1825-1875, Ithaca: Cornell University Press, 1996, p. 217. In this section, Miller argues that the 
artists and art institutions based in New York faced the increasingly partisan political landscape 
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70 Miller, Empire of the Eye, p. 217. 
71 Diary of James D. Smillie, Wednesday, January 22, 1868, Reel 2849, Archives of American 
Art. 
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sample sheet created by Rawdon, Wright, Hatch & Edson during the 1850s illustrates that 
while vignettes were created by multiple engravers, they all hewed closely to favored 
themes (image 1-10, Sample Sheet, Rawdon, Wright, Hatch & Edson, c. 1850). 
Depictions of famous people—notably General Winfield Scott in the lower left corner—
allegorical women, and prosperous farmers were offered by these companies to banks 
throughout the nation. This particular sheet produced by the company was intended for 
buyers in Cincinnati and New Orleans, but the nationalizing sentiments expressed in the 
images on the broadsheet were general enough to apply to a variety of locations. The 
final bank notes were meant to be well designed, yet unobtrusive and the work of the 
engraver needed to conform to that style.  
These networks of apprenticeships and professional societies that the most 
prominent engravers belonged to elevated their status brought these artists into contact 
with each other and grounded them in the familiar, easily understood style of genre 
painting. Through laborious work, artists such as Jones and his colleagues created scenes 
that were at once familiar yet encoded with meaning, and they did not work in isolation, 
but in constant reference to each other. The process of vignette engraving allowed for 
comment before each step and the remaining correspondence of Jones and the diary 
entries from Smillie confirm how often opinions were sought. Bank note engravers 
brought their own style and sensibility to the vignettes they created, yet they all worked 
within a style based firmly on the rules of American Genre painting and the demands and 
expectations of the public who would handle these notes. 
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“A Credit to His Burin”72 
The opportunities that New York City afforded for those working with paper of 
all sorts created relatively varied, yet stable, opportunities for artists and engravers as the 
previous discussion has shown. Engraver Alfred Jones, working in the city, found himself 
in a most advantageous position. Jones took advantage of the possibilities created by the 
demand for artistic skill during the antebellum era, applying his talents to illustrations in 
popular magazines, fine art commissions, and bank note vignettes. During his lifetime, 
Jones was a prominent leader among artists and engravers in New York, often lending, if 
not his presence, then also his free time to a multitude of endeavors throughout the city. 
Soon after his death in 1900, however, his art and activities were largely forgotten. 
Utilizing his talents as a fine art engraver, Jones created many of the most notable 
premiums for the various art union organizations in the country, and these achievements 
in art were concomitant with his success as a designer and engraver of bank notes, a 
product that went through a dramatic change over the course of the nineteenth century.  
Indeed, Jones, far from being an anomaly, had a career path similar to that of 
other artists like the Smillie family, Stephen A. Schoff, John W. Casilear, and many 
others who made up the cohort of engravers in New York City. Yet Jones, who joined up 
with various elite artistic organizations, trained apprentices, carried on business 
                                                 
72 “The Capitol at Washington,” in The Anglo American, a Journal of Literature, News, Politics, 
the Drama, Fine Arts, Etc., vol. 5, no. 9, June 21, 1845, p. 210. Taken from a positive review of 
Alfred Jones’s engraving of the Capitol building in Washington D.C., the anonymous reviewer 
also notes his successful engravings with the American Art-Union. 
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negotiations in Ottawa, Canada, and still managed to go on a Grand Tour of Europe, 
became the anchor for his community of artists, fielding questions, requests, and offering 
sympathy to his many correspondents.73 This position that Jones created for himself 
through tireless work and networking separated Jones from his peers in their eyes, and 
makes him an exemplar of how the paper economy increased consumer confidence and 
made both art engraving and vignette engraving legitimate in the eyes of the owner. Jones 
spent his life turning blank sheets of paper into something meaningful and symbolic 
through his various entrepreneurial endeavors. Despite his overlooked position, Jones 
played a crucial role in disseminating images to Americans and participated fully in 
buoying the economic and cultural confidence of the average citizen. A great deal of this 
success, as with many such figures, hinged on the chance meeting of the right actor with 
the right skills at the right historical moment. 
To put Jones at the center of this overlapping commercial and artistic network, 
however, we must reconstruct his biography. What little is known of his life comes from 
the 1907 publication, American Engravers Upon Copper and Steel, by David McNeely 
Stauffer, itself a rehashing of brief biographical sketches that appeared in collections such 
as American Engravers and their Works and other books.74 Born in Liverpool in 1819, 
Jones and his family immigrated to the United States while Alfred was still young. In 
                                                 
73 Per the Alfred Jones papers, American Antiquarian Society, MSS Boxes J. 
74Stauffer, American Engravers Upon Copper and Steel, p. 145-146.  All biographical 
information for Jones comes from this source. Appleton’s Cyclopaedia contains a brief entry 
(Vol. 3, p. 462), while the New York Historical Society’s Dictionary of Artists in America from 
1957 lists him as “chiefly a banknote engraver” and an “amateur painter.” (p. 357.) A very similar 
biography appears in W. S. Baker’s American Engravers and Their Works, Philadelphia: Gebbie 
& Barrie Publishers, 1875, pg. 88-91. 
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1834, Jones began an apprenticeship with Rawdon, Wright, Hatch & Edson, an Albany-
based engraving firm noted for their stamps, bank notes, and other goods.  He then 
relocated to New York City, where he studied at the National Academy of Design and 
became a full Academician in 1851.  Aside from a few trips back to England and Europe, 
Jones appears to have stayed in New York City, creating fine art engravings for 
magazines and art unions and tackling small engraving jobs for hire, including 
membership cards for social and religious organizations.75  
Concurrent with his role as fine art engraver, Jones began a life-long effort to 
become one of the premier bank note engravers in the United States, working for or 
running at least six different bank note companies including the Edmonds, Jones and 
Smillie Company in New York in the 1850s, with painter and banker Francis Edmonds 
and William C. Smillie, son of noted fine art engraver and friendly professional rival of 
Jones, James Smillie.76 Despite their short-lived venture as a bank note company, 
examples of their calling cards exist, and show an attention to font as well as small, 
vegetal motifs (image 1-11, Calling Card of Edmonds, Jones, & Smillie, 1858). In return 
for their surrender to what Edmonds termed “the Mammoth Concern,” each partner was 
allotted $5,000 in shares at $50 per share, with an option to cash out immediately if 
                                                 
75 Written requests for these membership cards can be found in the archives of the American 
Antiquarian Society, Mss. Box J, Folder 1. 
76 Letter Announcing Business of Edmonds, Jones, & Smillie Company, November 1858. More 
on Jones as an engraver can be found in chapters three and four of this dissertation. 
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desired.77 While Edmonds and Smillie were offered standard contracts of $2,000 per year 
to accept roles “associate corporators [sic]” plus the opportunity to offer contract services 
as bank note designers and engravers, respectively, the ABNCo viewed Jones as a much 
more valuable asset to the organization.78 For his services as an exclusive engraver on 
their roster, excepting “the right to appropriate in the course of the year (but not all at one 
time) thirty days to his own private purposes,” Jones received a salary of $4,000 per year, 
or nearly $112,000 in today’s dollars.79 Jones’s talents as an engraver of merit were 
recognized both artistically and as a good business decision. 
As the bank note business cooled towards after the end of the Civil War, Jones 
renewed his activities with the National Academy of Design, becoming their Treasurer in 
1882 and helping to raise money for the Artists’ Fund Society.80  In 1880, he patented an 
engraving process called the “half-tone process,” for photography, although his 
biographer Stauffer notes it was quickly replaced by a similar, yet more cost-effective 
                                                 
77 Contract between the American Bank Note Company and Francis Edmonds, Alfred Jones, and 
William Smillie, 24 March, 1859, in the Francis William Edmonds Papers, William L. Clemens 
Library, University of Michigan. In an earlier letter to his brother, John Edmonds, Francis 
Williams asks his brother for advice regarding another bank note company trying to form in 
competition to the ABNCo in 1858. While Edmonds notes this would be an excellent opportunity 
for him, as this unnamed, but most likely Edmonds, Jones, and Smillie, wanted him to act as 
president, he worried about the backlash from the “Mammoth Concern,” i.e., ABNCo, and stated 
his reluctance to enter the fray. Letter from Francis Edmonds to John Edmonds, 26 August 1858 
78 Contract between the American Bank Note Company and Francis Edmonds, Alfred Jones, and 
William Smillie, 24 March, 1859.  
79 Ibid. In contrast, Edmonds and Smillie received roughly $56,000 annually in 2015 dollars for 
as long as they remained on staff. All currency estimates come from 
http://www.historicalstatistics.org/Currencyconverter.html.  
80 David B. Dearinger, ed., Paintings and Sculpture in the Collections of the National Academy of 
Design, Vol. 1: 1826-1925, New York: Hudson Hills Press, 2004, p. 325. 
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system.81  Jones continued to supervise the work of men who trained under him, until his 
death at the age of 82 in 1900. 
 Jones’s biography finds a close mirror in the lives of the Smillie family, patriarch 
James, his brother William, and sons James D. and George, engravers and artists who 
were friends, co-workers, and occasional rivals with Jones for engraving commissions. 
Like the elder Smillie, Jones also arrived to the United States from Great Britain at a 
fairly young age and both Smillie’s own recollections and the biographical sketch written 
about Jones while he was still alive note their early attraction to drawing and engraving.82 
While the elder Smillie learned his trade at his family’s smithing business in Ottawa, 
Canada, engraving details on silver boxes and spoons, Jones, roughly fifteen at the time, 
began an apprenticeship with Rawdon, Wright, Hatch, and Edson.83 For Jones, and for 
one of Smillie’s own sons, among other would-be engravers, this appointment was not 
only a practical way to learn a trade, but also a signifier of quality. Freeman Rawdon 
began his firm in 1825, gradually taking on partners like Neziah Wright and George 
Whitfield Hatch, who studied with Asher B. Durand, and survived the upheavals caused 
by the Bank Wars in the 1830s and the panic of 1837. The company would go on to 
become one of the founding firms of the American Bank Note Company, the largest of 
                                                 
81 Stauffer, American Engravers Upon Copper and Steel, p. 146. 
82 James Smillie Collection, Archives of American Art, Smithsonian Institution, Reel 1710, and 
Baker, American Engravers and Their Works, p. 88. 
83 Ibid, Reel 1710. 
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the bank note firms prior to the Civil War.84 The stability of Rawdon, Wright, Hatch & 
Edson, their reach in markets as diverse as New York City, New Orleans, and Cincinnati, 
and their contracts with the United States government, meant that even as an apprentice, 
Jones and the other engravers-in-training, learned their craft while working on high 
profile, high quality work.85  
After his apprenticeship, Jones made a name for himself engraving prints for 
magazines on a contract basis.  E. A. Godey, publisher of the popular Godey’s Lady’s 
Book, corresponded with the artist often, arguing over titles, figure groupings, and Jones’ 
production schedule, yet also gave the relatively new engraver his first chance to have a 
work published under his own name.86 A typical exchange occurred on December 23rd, 
1841, with Godey writing, somewhat disingenuously, “I have nothing at present to say. . 
.the plate looks very well––When I see last proof, if anything strikes me I will mention 
it––By the way the group in the background is a little indistinct.”87  He also suggests 
Jones change the title from The Gypsy Party to The Fortune Teller, the title it would 
appear with in print (image 1-12, Alfred Jones after S. Jones, for Godey’s Lady’s Book, 
August, 1842) The scene itself implies a transgression against religion and decorum—the 
central figure, a young, well-dressed woman extends her hand to have her palm read by a 
                                                 
84 Winthrop S. Boggs, Ten Decades Ago, 1840-1850: A Study of the Work of Rawdon, Wright, 
Hatch and Edson of New York City, Philadelphia: The American Philatelic Society, Inc., 1949, p. 
8. Boggs, related to the Smillie family, provides a clear list of the major players and various 
permutations in partnership that RWH&E went through from their founding until their merger 
with the ABNCo. 
85 Boggs, Ten Decades Ago, 1840-1850, pg. 8 and 17. 
86 Note written by Jones on a copy of The Fortune Teller, now housed at the American 
Antiquarian Society, Graphic Arts, Jones Box 4, Folder 1. 
87 Letter from E. A. Godey to Alfred Jones, 23 December 1841, American Antiquarian Society, 
Mss. Box J, Folder 2. 
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witchy woman, complete with a crooked nose and dressed in rags and cast in shadow.88 
The protagonist has presumably walked from the sunny and calm river bank where a trio 
of figures lounge under shady trees and observe a small boat passing by and crossed the 
threshold of a worn and seemingly crumbling fence into a yard filled with rocks, weeds, 
and darkness. Although the Fortune Teller approaches the young woman with a furrowed 
brow, the lady has a naïve smile on her face, as if treating the encounter as a lark. Jones, 
in what would become a trademark of his works, employs a mixture of techniques, 
including a complicated cross-hatching style that looks thin and fine on the young 
woman, but appears thick and coarse on the Fortune Teller’s cloak and signals their 
respective positions in society. These genre scenes were fairly profitable for the young 
man, bringing in $150 per engraving for Godey, and Jones executed at least three for the 
magazine in fairly rapid succession.89   
 In an issue of Graham’s Lady’s and Gentleman’s Magazine from September, 1842, 
an engraving by Jones after artist Edward H. Corbould’s work, The Proposal (image 1-
13, plate between p. 114-115), is separated only by a few blank pages from another 
engraving entitled The Lady Alice (image 1-14, after an unknown artist, plate between p. 
                                                 
88 The Bible has several references to the evilness of fortune tellers, witches, and soothsayers, 
including KVJ Deuteronomy 18:10-18:13 and most specifically, KVJ Exodus 22:18 that states, 
“Thou shalt not suffer a witch to live.”  
89 Letter from E. A. Godey to Alfred Jones, 4 October 1841, American Antiquarian Society, Mss. 
Box J, Folder 2.  He also produced two engravings after paintings by Joseph Beaume, Redeeming 
Pawns and The Village School for the magazine in 1842.   
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144-145) from a the studio of Alexander L. Dick.90 The contrast in quality between the 
two works is clear. Jones’s engraving, of two seventeenth-century lovers snuggled in a 
full, lush garden, is a much more complex scene than that of Alice, but complexity does 
not always mean a technically superior work. The engraver behind The Lady Alice, 
although creating a scene focused on one woman and expending much effort on her 
elaborate gown and hat, has trouble with proportion—the figure’s hands are two different 
sizes—and, although Alice’s eyes are supposed to be downcast, one eyelid seems just a 
bit droopy. The engraving also lacks the small details that make Jones’s work so rich in 
comparison. Alice, the wall she stops by, the boat in the water, and the city behind her 
only have enough detail to distinguish them from each other. The bottom of Alice’s dress, 
for example, simply dissolves away into blankness and the wall is only defined where the 
figure comes into contact with it. Jones’s whole plate is grounded in reality and designed 
to show his skill with landscape, figures, and classical shapes. This attention to detail and 
ability to handle and clearly convey a fully realized artistic scene cemented his status as 
one of New York City’s premier engravers. 
This magazine work mostly likely led, in turn, to his work with the American Art-
Union, also based in New York City. His first contract with the Art-Union, an engraving 
of Asher B. Durand’s The Capture of Major Andre, offered $1500 to be split between 
Jones––who would be responsible for the figures––James Smillie, and Robert 
                                                 
90 Also known as Graham’s Magazine, or Graham’s American Monthly Magazine of Literature 
and Art, the periodical featured short stories, poems, sheet music, and steel engravings to readers 
from 1841 through 1858. Jones often appeared in the pages of the magazine. Alexander L. Dick, 
according to Stauffer’s American Engravers Upon Copper and Steel, p. 65, operated a large 
engraving house, however each plate that was issued to publications went out under his name. 
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Hinshelwood for a set of engravings to be completed by January 1st, 1846.91 The prints 
commissioned by the American Art-Union generally fit into certain proscribed themes: 
the works must have a vaguely defined national character or relate to episodes of national 
history, and, above all, must have been able to be read in a non-partisan way.92 Jones’s 
skill was not as a mere copyist. The engravings issued by the AAU had to convey the 
character of paintings while still offering an original art experience for viewers, many of 
whom would never see the original oil painting. His engraving of Edmond’s Sparking, 
his most notable work for the AAU, retains the attention to detail present in the original 
work while imparting a warming familiarity to the viewer (image 1-15, Alfred Jones after 
Francis Edmonds, AAU, 1847). The scene met favorable reviews with Edmonds, who 
told Jones in a letter dated January 28, 1847, “I think it is the best engraving you have 
done,” and mentioned that the famous British art collector John Sheepshanks, whose 
collection would become the foundation for the Victoria and Albert Museum in London, 
requested a copy for his own use.93 His version of Edmond’s The New Scholar, also 
demonstrates a sensitivity to the subjects in the small scene (image 1-16, Alfred Jones 
after Francis Edmonds, for the AAU, 1850). Featuring a small boy being introduced to 
his new, switch-holding, teacher, Jones’s clean lines and distinct shading lend the scene 
an air of comedy mixed with apprehension. The small boy, clinging to his mother, is 
                                                 
91 Contract for the American Art-Union with Alfred Jones, James Smillie and Robert 
Hinshelwood, 1845, American Antiquarian Society, Mss. Box J, Folder 10.   
92 Rachel N. Klein, “Art and Authority in Antebellum New York City: The Rise and Fall of the 
American Art-Union,” in The Journal of American History, Vol. 81, No. 4, March, 1995.  Klein 
walks her reader through the most common types of art featured by the AAU.   
93 Francis Edmonds to Alfred Jones, Letter dated 28 January 1847, Archives of the American 
Antiquarian Society, Mss. Boxes J., Folder 3. Edmonds had met Sheepshanks in 1840 and 
recalled spending an “agreeable hour” at his home, presumably touring his vast art collection. 
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naturally apprehensive of this reedy-looking man who looms over him. Despite the 
reassuring smiles from the instructor, his tool for discipline and intimidation aren’t far 
behind. In the far room, two boys read from thick books. The standing boy, however, 
holds his left hand up to his head, perhaps suggesting what sort of instructor the reedy 
man really is. Although Jones completed at least six engravings for the American Art-
Union by artists as diverse as William Sidney Mount, Richard Caton Woodville, and 
Emmanuel Leutze, the sharp rise and quick fall of the institution cut off an extremely 
profitable revenue source for the engraver.   
Aside from his activities for the various art unions across the country, Jones often 
struck out on his own, adding to his reputation as an engraver and art professional. In 
1845, as he worked with Smillie and Hinshelwood on the Major Andre project, Jones 
launched an independent engraving of the United States Capitol Building (image 1-17, 
Alfred Jones, The Capitol, 1845). The print, which he would reissue throughout his 
career, features the long, tree-lined approach to the Capitol building in Washington 
D.C.94 Towering magnificently in the background as if some looming mountainous 
outcropping, the building’s orderly neoclassical edifice is separated from the daily 
activities of the citizens below by a thicket of trees and a row of large stone fence posts 
that appears to isolate the business of government from the business of the city. In the 
streets below, men on horseback converse, ladies with wide hoop skirts walk the rutted 
dirt street, and carriages take passengers throughout the city. The engraving, which The 
                                                 
94 The Library of Congress has an example from 1863 with the addition of a bust of George 
Washington in the title section under the scene.  
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Anglo-American magazine noted was being sold by Jones “at a dollar each, for prints, and 
two dollars each for proofs on India Paper,” received at least one favorable notice in that 
same magazine.95 Their reviewer commended Jones for not solely focusing on the 
Capitol building itself, whose “infinite number of straight lines wear[y] the eyes,” but 
instead creating “a charming landscape…which has all the advantages of abundant 
foliage, a spacious avenue with groups of figures, riding and on foot…giving life to the 
scene, and completely subduing the otherwise stiff formality of a large public building.”96 
This, as well as favorable notices in Godey’s Lady’s Book for his engravings of William 
Sidney Mount’s Farmers Nooning, and Edmond’s Sparking indicate that Jones’s work 
was warmly received and he had become an artist of some note.97 
As early as 1838, when Jones’s career was just launching, members of the 
National Academy of Design nominated him to join the organization at the Associate 
level.98 Although not voted in at that time, Jones continued to participate in other artistic 
endeavors where he could not only hone his craft, but also make connections with others 
in the field. A drawing after Danish sculptor Bertel Thorvaldsen’s Mercury or Écorché 
Figure, demonstrated Jones’s aptitude for musculature and the human figure, and won 
                                                 
95 “The Capitol at Washington,” The Anglo-American, a Journal of Literature, News, Politics, the 
Drama, Fine Arts, Etc, vol. 5, no. 9, June 21, 1845, p. 210. This magazine, which cast a wide net 
in terms of interest, only published for five years, from 1843 through 1847. 
96 Ibid., p. 210. 
97 For more on Jones’s interpretation of the Mount painting, please see chapter two. “Notices of 
the Fine Arts—Bank Note Engraving,” in Godey’s Magazine and Lady’s Book, February 1, 1848, 
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important prints of a suitable size for framing that have yet appeared in this country,” and note 
that Jones should receive “a palm of excellence” for his work with the organization. 
98 National Academy of Design records, 1817-2012. Archives of American Art, Smithsonian 
Institution. The bulk of these records are minutes and reports given at meetings. By the 1860s, 
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acclaim at the NAD (image 1-18, Alfred Jones, Mercury, drawing, 1838, National 
Academy of Design).99 He continued his association with Godey’s Lady’s Book, and, in 
1847, joined the Century Club (now Century Association), where he attended meetings 
alongside such creative luminaries as William Cullen Bryant, Asher B. Durand, and John 
F. Kensett.100 Three years later, in 1850, he helped found the Society of Painters in Water 
Color, and, at some point before the war, he also became a member of the Artist’s Fund 
Society, an organization dedicated to helping artists and artists’ widows with relief 
funding.101 An intact sketchbook collected by artist John Mackie Falconer features a 
small watercolor work by Jones among those from Jasper Cropsey, Sanford R. Gifford, 
William T. Ranney, and Thomas Moran (image 1-19, Alfred Jones, Hey Hey!!, 
watercolor, 1856, in bound volume collected by John Falconer, Museum of Fine Arts, 
Boston). The small image is quite unlike the more stylized scenes Jones engraved. 
Instead, he hastily created a scene of a sleigh driver in winter. The trees behind the man 
are barren, and the central figure is bundled up against the cold. Despite the wind 
whipping the man’s scarf, the only bit of bright red color in an otherwise brown scene, 
the dark-complexioned man has a jolly look on his face as he heads towards his 
destination. Meetings of the Water Color Society and Century Club often included some 
sort of creative activity in addition to eating and drinking,  
                                                 
99 James Grant Wilson and John Fiske, Appleton’s Cyclopædia of American Biograhpy, Vol. 3, 
New York: D. Appleton & Co., 1888. 
100 Alfred Jones Collection, MS. J., Correspondence, 1847-1848, American Antiquarian Society. 
101 Minutes of the Society of Painters in Water Colors and Minutes of the Artist’s Fund Society, 
both held at the New-York Historical Society. According to the minutes, this meeting took place 
at Jones’s home at 34 Liberty Street in New York.  
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Through his public works and private connections, artists such as Durand and 
John Francis Eugene Prud’homme referred students to Jones’s studio in Brooklyn for 
apprenticeship, the latter sending Jones a letter in 1848 informing him of a “Mr. 
McCullough…is desirous of turning his attention to the art of engraving. Not having in 
my power to employ him, I have advised him to call on you. In the event it should not be 
agreeable, please present him from me to Mr. Halpin with the above explanation.”102 A 
note from Asher B. Durand in 1850 warned Jones, “The Brave Mr. O. J. Cooke comes to 
the city to pursue the study of Engraving. I take the liberty to refer him to you.”103 In 
addition to the work sent his way, Jones kept up a large correspondence with friends and 
colleagues, exchanging letters of business with Darley, Edmonds, and Durand’s son and 
editor of the arts magazine, The Crayon, John, and more friendly, personal letters with 
Casilear, the Smillie family, and Prud’homme.104 While these letters illuminate Jones’s 
career and hint at family dramas both large and small, they also paint a portrait of a man 
driven to create his artistic career on his own terms. 
In 1851, the NAD voted to make Jones, along with his friend John W. Casiler and 
the elder Smillie, full Academicians.105 Acceptance within the NAD conferred a sense of 
professionalism on its artists, and, because artists controlled the membership of the 
institution, election to Academician was also a sign of respect from New York-based 
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artistic community. “It will to me be most Gratifying to accept the honor the Academy 
have done me,” Jones replied in a letter acknowledging his election, “and I am desirous 
of complying with the requirements of the constitution with as little delay as will admit of 
my doing so in as creditable a manner as I can both to myself and the position of the 
National Academy.”106 His relationship with the NAD remained in good standing for the 
rest of his life; in 1874, the board elected him Recording Secretary, then seven years 
later, he became treasurer of the organization and while he would retire from that post in 
1891, he attended meetings when in the city until a few months before his death, often 
reminding younger board members of previous obligations made by their elders.107  
Although very few letters written by Jones remain, several pieces of 
correspondence sent to him still exist and allow art historians a glimpse into his working 
practice. Some information comes from W.S. Lawrence, an apprentice of Jones’s in 
1840, and life-long friend, who, during his apprenticeship, completed engraving on many 
of Jones’s plates.108 From their correspondence, it seems that Jones’s status as an 
engraver allowed him to oversee much of the production of the plates, while utilizing his 
time and energy in the more technically difficult aspects of steel engraving. In an 1849 
letter to Jones, Lawrence describes a plate taken away from one artist and given, 
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presumably, to Jones for engraving instead.109 Lawrence asks, as he had been hired to 
etch the background of the vignette for later engraving, if Jones would prefer his early 
transfers of the scene so that he could work from an image not ruined by previous bad 
work.110 John Halpin—an engraver and watercolorist based in New York like much of 
Jones’s clique—also corresponded with Jones about engraving matters. In a letter dated 
September 10th, 1867, Halpin informs Jones, “I have seen Smillie and have told him what 
you wish’d done with your two drawings, that is to etch and outline the figures of both 
and then to go on with the one he prefers.”111 James D. Smillie noted that, upon delivery 
of a die to the American Bank Note Company, fellow engraver Charles Burt “took it 
away at once to finish it.”112 Lawrence’s letter suggests that, at least among Jones’s 
cohort, collegial collaboration on engraving projects was an accepted part of doing 
business.  
The end of the AAU marked a turning point for all fine art engravers in the United 
States. While in 1860, John Durand fretted in the pages of The Crayon that engraving 
“promises to be…one of the lost fine arts” in the country, the men that made their living 
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with the burin found other industries hungry for images.113 Illustrated books sold well 
throughout the middle of the century—by 1842, book historian Georgia B. Barnhill notes 
that the book publishing industry “supported about three hundred engravers, eighty-five 
copperplate printers and platemakers, thirty-eight wood engravers, and seventy-two 
lithographic printers” and helped fuel the popular boom in publishing.114 Gift books, 
whether previously organized, such as those published by Carey and Hart, or compiled, 
much like a scrapbook by discerning crafters at home, helped fuel this boom.115 
Relationships forged through professional associations, like those with Darley and painter 
Eastman Johnson resulted in commissions to engrave book illustrations. Working with 
artists required finesse and an eye to retain the integrity of the painter’s design while 
rendering a scene legible through only subtle gradations of black and white. 
Two examples of Jones’s book illustrations, one an engraving after Felix O.C. 
Darley in James Fenimore Cooper’s Red Rover, (image 1-20, “Frontispiece,” The Red 
Rover; A Tale, by James Fenimore Cooper, New York: James G. Gregory, 1863) 
illustrate his fidelity to the artist yet his willingness to expand on the scene at hand. The 
engraving captures the death of African American freed man Scipio Africanus, who had 
                                                 
113 John Durand, “Sketchings,” in The Crayon, vol. 7, no. 8, August, 1860, p. 232. The article is a 
very complementary review of the current work of James Smillie. 
114 Georgia B. Barnhill, “Transformations in Pictorial Printing,” in Robert A. Gross and Mary 
Kelley, eds., A History of the Book in America: Volume 2: An Extensive Republic: Print, Culture, 
and Society in the New Nation, 1790-1840, Chapel Hill: University of North Carolina, 2010, p. 
424-425. 
115 For discussion on “Gift Books,” please see Heydt, The Art of “The Gift.” Art historian 
Christina Michelon recently completed her dissertation on a parallel method of image 
consumption, the scrapbook, where, she notes American middle-class women used mass-
produced, mediated images to create something personal and unique to decorate their homes. 
Christina Michelon, Interior Impressions: Printed Material in the Nineteenth-Century American 
Home, Ph.D. dissertation, University of Minnesota, 2018. 
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fought alongside his fellow sailors against the pirate known as “The Red Rover.” 
Contemporary biographer Thomas Dunn English noted Darley’s ability to convey the 
entire essence of a figure in just a few pen strokes, as seen in a later version of the same 
moment in conte crayon (image 1-21, Felix O.C. Darley, The Death of Scipio, ca. 
1873).116 Darley creates a swirl of activity surrounded by the dying Scipio on the deck of 
the boat. Some figures seem to dissipate into the background as sailors struggle to control 
the ship’s rigging. As the pastor begins to pray, his compatriots cradle Scipio in their 
arms. In contrast, Jones clears the scene of extra characters and swirling activity to 
streamline the narrative. Gone are the billowing sails and struggle on board. Scipio and 
the priest are still the main focus, but the anguish of his brothers-in-arms is much more 
apparent on their faces. More noticeable as well, is the sorry state of the seamen, held 
captive by the bloody pirates. 
His work after soldier-artist Seth Eastman for Henry Rowe Schoolcraft’s History 
of the Indian Tribes of the United States, also clarifies the action and setting while 
improving upon the deficiencies in Eastman’s style (images 1-22 and 1-23, Seth Eastman, 
Death Whoop, watercolor, 1849-1855, and Alfred Jones after Eastman, Death Whoop, 
engraving, 1857, p. 23).117 While Eastman certainly captures the gore in a scene where a 
                                                 
116 Thomas Dunn English, “Felix O.C. Darley,” in Sartain’s Union Magazine of Literature & Art, 
1 November, 1850, p. 309. The museum Minnesota Art Museum dates this work to c. 1873, so 
either the drawing is misdated, or Darley created another drawing of his work after the book was 
published in 1863. 
117 Henry Rowe Schoolcraft, History of the Indian Tribes of the United States, Philadelphia: J.P. 
Lippencot,1857, p. 23. Schoolcraft collaborated with Seth Eastman, who was stationed in the 
West, to document Native American life for his series. In a telling placement that would reflect 
the tone of the project toward its subject, the first major illustration in the book is Jones’s version 
of Death Whoop.  
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Native American man kills and scalps and white man in a craggy, mountainous setting, 
the artist emphasizes the facial features of the Native and the stance of his body 
awkwardly stride the dead man to create a bloodthirsty villain instead of a complex 
character. More attention is paid to the striped and floral pattern of the white man’s shirt 
than the beading or accouterments of the Native man. Jones, in the clarity of his line and 
expertise in handling the human form, corrects these issues. The wilderness setting is 
more precise, situating the action in a mountain pass bounded by trees. Rather than 
appearing to step over the dead man, the scalper strides aside him, the bloody reminders 
of the scalping business dripping on his buckskin tunic. The knife the Native man wields 
in his left hand is more visible, and the left hand gripping it appears more naturalistic. 
Although Eastman has given the Native man a furrowed brow and gaping mouth, Jones 
transforms his expression into one of defiance. While the engraving clearly reflects 
Eastman’s personal style, Jones’s engraving after his work, like the previous book 
illustration he completed after Darley, shows much of the engraver’s imagination. 
Much like other forms of engraving, the style and variety of bank note vignettes 
also flourished in the 1850s, and became another outlet for Jones’s work. Bank note 
companies favored vignettes that hewed to well worn, popular themes, and encouraged 
their artists to stay within those boundaries—The Saturday Evening Post’s article from 
1860 noted “In some cases the artists send original sketches, but generally embody the 
ideas suggested to them.”118 Jones’s early training with Rawdon, Wright, Hatch & Edson, 
as well as his friendship with painter and banker Francis Edmonds and the Smillie family 
                                                 
118 “How Bank Notes Are Made,” The Saturday Evening Post, 28 September 1861, p. 4. 
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offered him entry into various bank note companies that appeared throughout the 
antebellum era.119 However, as the bank-note industry wound down, Jones renewed his 
association with the National Academy of Design and with the Artists’ Fund Society of 
the City of New York in earnest, serving as Treasurer of the NAD from 1882 until 1890, 
as Vice President of the Artists’ Fund from 1881 through 1886, and offering small 
paintings with cute titles, such as Me and My Dog for fundraisers. 120  
Although it seems clear from the archival information that Jones intended to 
create a treatise on the art of engraving, such an essay never appeared.121 Supervising the 
engraving of a set of commemorative stamps for the 1893 World’s Columbian Exposition 
in Chicago was his final high profile commission. His passing on April 18, 1900, only 
merited a small paragraph in the New York Times, noting that the funeral would be held 
at his home in Yonkers, and members of the National Academy of Design, the Artists’ 
Fund, and the Water Color Society were invited to attend.122 His role in producing large 
and small works of art that became fixtures––in both the homes and the wallets––of 
everyday Americans, Jones’ efforts were largely forgotten. Despite the omission of Jones 
from the historical record, and the understanding of the ways engravers collaborated to 
create cohesive yet inventive imagery for a nation hungry for symbols, we begin to see, 
                                                 
119 For a more in-depth examination of Jones’s bank note work, please see chapters three and 
four. Jones would create vignettes for numerous companies before eventually settling down with 
the American Bank Note Company around 1859. 
120 Miscellaneous notes at American Antiquarian Society, Mss. Box J., Folder 7.  Unfortunately, 
the whereabouts of this painting cannot be determined at this time. 
121 Miscellaneous notes at American Antiquarian Society, Mss. Box J., Folder 11. 
122 “Died,” in New York Times, 1 May 1900. 
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through Jones’s biography, how closely intertwined art, finance, and New York was 
when we restore him to this antebellum moment.  
Conclusion: 
 In the February 1, 1848 edition of Godey’s Lady’s Book, Alfred Jones’s work for 
the American Art-Union was given glowing reviews. In appraising Nooning [now titled 
Farmers Nooning] after William Sidney Mount, the reviewer notes  
“the mechanical detail throughout is most excellent; the lines firm, clear and well-
designed, tender and quiet in the shadows and half-tints, yet in the lights they 
come out as brilliant the lines of an epigram….full of the peculiar humor of 
Mount’s pictures, while in tone and atmosphere it is greatly superior.”123 
 
Godey’s strongly encouraged its readers to seek out quality engravings by artists such as 
Jones to decorate their homes and inform their opinions of art. Historian Dell Upton 
stresses this, arguing that New York City became an epicenter for ruminations on the 
ability of “the visual and decorative arts…to bring both civilization and urbanity to the 
Empire City.”124 While city leaders spent much time thinking about these issues, men like 
Jones and his cohort put these ideas into their work. Whether created from their own 
imaginations or in collaboration with other artists, engravers in antebellum New York set 
out to make works of art—either for the home or the wallet—that communicated an 
accessible, socially or nationally uplifting image easily while maintaining high artistic 
standards. Their role in making the “City of Paper” cannot go unrecognized. The works 
                                                 
123 “Bank Note Engraving,” in Godey’s Lady’s Book, 1 February 1848, p. 127. No other engraver 
receives such a lengthy mention as Jones, who’s work merits two paragraphs in this article. 
124 Upton, “Inventing the Metropolis,” p. 34. 
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they created carried weight both as tools of cultural instruction and as symbols of 
financial legitimacy. 
The cultural value given to engravings during the 1840s and 1850s, as well as the 
amount of discussion generated in newspapers and magazines regarding the 
appropriateness of paper art and paper money seems foreign to consumers of images 
today. Yet this obsession, spurred by the movement of young men and women from the 
country to the city and an effort by the cultural and political elite to create a model citizen 
with a sense of shared morals and taste reveals a peculiar chapter in American visual 
history. Images of the greatness of the nation and economic prosperity informed the fine 
arts as well as the banking industry. In Amy Dru Stanley’s chapter, “Home Life and the 
Morality of the Market,” the historian argues that despite the potential social disruptions 
of the new market economy that worried many, including Andrew Jackson, many citizens 
found “reassurance in the ideology of spheres,” which hid the hand of the market behind 
images of “hierarchy in domestic form.”125 By utilizing scenes of nationalistic merit or 
those that reinforced the ideals of home life, groups as diverse as the American Art-
Union and the American Bank Note Company provided images to the public that 
transcended regional concerns to create a sense of union. Historian Howe argues that in 
the antebellum era, “the market brought people new power to shape their own 
                                                 
125 Amy Dru Stanley, “Home Life and the Morality of the Market,” in Stokes and Conway, The 
Market Revolution in America, p. 83. Stanley also suggests the codifying of gender and race roles 
also aiding this transformation. 
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identities.”126 The rise of New York City as a capitol of money and culture made it the 
perfect location for experiments in art and finance to unfold. 
 
 
 
                                                 
126 Howe, “The Market Revolution and the Shaping of Identity in Whig-Jacksonian America,” in 
Stokes and Conway, The Market Revolution in America, p. 266. 
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Chapter 2: Prints as Payment 
If New York City in the antebellum period was the “city of paper,” an information 
capital where citizens confronted newspapers, broadsides, trade bills, and paper money in 
their day to day lives, as described by historians Edwin G. Burrows and Mike Wallace, 
the rise and fall of the art unions, and their reliance on its offerings in print should be 
seen as part and parcel of this thriving, but unstable world.1 Art unions, a new system of 
artistic patronage in the United States during the last two decades before the Civil War, 
were organizations that promised the opportunity to win a major work of art for a 
relatively affordable five-dollar yearly subscription fee. Included in this fee were annual 
publications and the promise of at least one fine engraving of a major work of American 
art per subscriber. These institutions relied heavily on their engravers to reaffirm the idea 
of value and integrity of the subscription that they actively promoted in their 
advertisements and publications.  
The correlation between problems distributing engravings and downturns in the 
fortunes of the art unions have been overlooked as an additional contributing factor by 
historians in favor of broader political arguments over abolition and the fight to control 
the culture of the nation.2 Art historian Peter John Brownlee persuasively argues that the 
                                                 
1 Edwin G. Burrows and Mike Wallace, Gotham: A History of New York City to 1898, New York: 
Oxford University Press, 1999. p. 674. 
2 Patricia Hills, Mary Bartlett Cowdrey, Rachel N. Klein and others argue persuasively that 
central cause of the downfall of the American Art-Union was politically motivated and 
exacerbated by editorials written by The New York Herald’s James Gordon Bennett. Bennett’s 
anti-abolitionist stance and willingness to print disgruntled letters from artists rejected by the 
AAU was certainly the most public opposition to the organization. When the AAU, accused of 
being an “abolitionist clique” and squandering money, sued Bennett for libel, the issue of running 
an illegal lottery was raised in court and sparked the State of New York’s investigation that 
ultimately ended the American Art-Union.  
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new market economy that emerged in the United States in the 1840s and 1850s was the 
major transformational power in the culture before the Civil War, and filtered through 
every aspect of American life.3 Elizabeth Johns, historian of American art, concurs noting 
that as early as the 1830s, writers on the subject of Americans, such as Alexis de 
Tocqueville, found “the pursuit of money . . . so intense that every citizen took on the 
character of the merchant.”4 The new economy flourished in places like New York City, 
as working for wages stood opposed to the older theories espoused by Thomas Jefferson, 
himself influenced by John Locke and Adam Smith, who believed that wage labor 
created a dependency contrary to the ideas of liberty and freedom.5 The skill that 
engravers like Alfred Jones and his cohort had in translating the painting to the plate 
made them a guarantor of sorts that assured subscribers to the various art unions that, 
while they might not win the big prize at the end of the year, they were still gaining a 
work of real art and ensuring that investors received their “full value.”  
 To elide and obfuscate the economic engine that drove these art unions during the 
                                                 
3 Peter John Brownlee, “The American Art-Union: Blank or Prize?,” in T. Amanda Lett, ed., 
Perfectly American: The Art-Union and Its Artists, Tulsa: Gilcrease Museum, 2011, p. 99. I am 
stretching Brownlee’s argument here that the AAU was a de facto bank to insert Jones and his 
contemporaries as more prominent actors in this economic system, and to illustrate the very 
public reliance the art unions came to have on the engravings they produced.  
4 Elizabeth Johns, American Genre Painting: The Politics of Everyday Life, New Haven: Yale 
University Press, 1991, p. 8-9. Johns paraphrases Tocqueville in this quote, adding the direct 
quote, “no two men can be heard talking in the streets without using the word “dollar.” 
5 Claudio J. Katz, “Thomas Jefferson’s Liberal Anticapitalism,” in the American Journal of 
Political Science, vol. 47, no. 1, January, 2003, p. 13. For more on eighteenth and early 
nineteenth century economic thought, see also Peter C. Dooley, The Labour Theory of Value: 
Economics or Ethics, London: Routledge, 2005, Catherine Labo, “The Aesthetics of Adam 
Smith’s Labor Theory of Value” in The Eighteenth Century, vol. 38, no. 2, Summer, 1997, and 
Cathy D. Matson, “Capitalizing Hope: Economic Thought and Early National Economy,” in 
Journal of the Early Republic, vol. 16, no. 2, Summer, 1996. 
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antebellum period, the managers couched their organizations’ public announcements with 
the language of moral uplift and passionately argued that more refined minds made for 
better citizens. Although the American Art-Union was one of the more high-profile 
groups promoting the fine arts as a way to refine and elevate the average American, they 
were simply one of a number of organizations capitalizing on the trend for moral and 
social improvement through the fine arts. This obsession with improvement was integral 
to many Americans as early as the 1820s. Many movements were not only civically 
minded, but also religious in nature, a result of the evangelical awakening in the 1820s 
that treated reform in the secular world as a Christian duty. Indeed, John Quincy Adams’ 
first address to Congress in 1825 is a case in point, where he stated that “the spirit of 
improvement is abroad upon the earth,” and that it was vital that Americans not “cast 
away the bounties of Providence,” by ignoring personal and civic improvement.6 
Temperance movements, public education, prison reform, and new roles for women in 
the public charitable sphere all grew from this belief, and discussions of the type and 
quality of fine arts in the country became a part of this larger, mostly Whig, 
conversation.7 
In this chapter, I explore the crucial role subscription prints played in the art union 
story. By moving the scholarly discourse away from the political arguments and 
                                                 
6 John Quincy Adams, “First Annual Message,” December 6, 1825, as quoted in Daniel Walker 
Howe, What Hath God Wrought: The Transformation of America, 1815-1848,New York: Oxford 
University Press, 2009, p. 253.  
7 Howe, What Hath God Wrought, p. 579-581. By “Whig,” I refer to Howe’s argument that while 
the Whig leaders were supportive of economic diversity, they were much more interested in 
creating an unified “American” culture. 
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treatment of painters that have most often been discussed, I reveal the critical role that 
engravers and their works played in making art unions a viable business and allowed the 
managers the opportunity to shape American’s ideas of art. Subscription prints were a 
key part of disseminating works of art to a broader—if elite or aspiring—group of urban 
Americans, and the livelihood of these organizations were inextricably linked to their 
satisfaction with the prints they received. I will discuss the history of two of the major art 
unions in the United States, the ways they attracted and promoted engravers as seen in the 
example of Jones, the reaction to outside challenges to their artistic authority, and how 
the rhetoric around engraving and the supply problems that plagued these organizations 
echoed a financial panic that ended the art union experiment in the nineteenth century. 
**** 
The process of selecting a new engraving started in a committee meeting. The 
managers of the Art-Union of Philadelphia met in the closing days of 1851 to discuss 
their annual offering to the members for the next year. Like similar organizations, the 
AUP chose work based not only on artistic merit, but also on subject matter, favoring 
historic American scenes. This particular year, the committee selected Peter Rothermel’s 
Patrick Henry Before the Virginia House of Burgesses May 30, 1765, for engraving 
(image 2-1, oil on canvas, 1851, Patrick Henry National Memorial) and (image 2-2, 
Alfred Jones, Patrick Henry Before the Virginia House of Burgesses, line engraving, 
1853). Capturing Henry’s dramatic statement against the Stamp Act imposed by the 
British on the colonies, Rothermel fixes the scene at the moment Henry declares, “If this 
be treason, make the most of it!” before a shocked throng of politicians and a gallery of 
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finely dressed ladies.8 The painting itself is a crowded, complex arrangement. Standing 
on a dais located on the right of the canvas, Henry—dressed in a bright red topcoat, 
burgundy breeches, black shoes, hose, and waistcoat, and a white ruffled shirt popping 
out of his vest to frame his face and underneath his coat sleeves to highlight his 
gestures—clenches his left fist while he raises his right arm, reminiscent of a Greek or 
Roman orator, and addresses the assembled representatives. His face is stern, yet calm, 
highlighting the rational thinking behind his declaration. Tellingly, a beige-colored glove 
lies in the foreground in front of Henry. The gauntlet has been thrown down.  
The AUP managers selected a historical painting full of drama. In contrast to 
Patrick Henry’s resoluteness as he addresses the legislature, the reaction of the room 
around him exposes the controversy and perceived consequences of rebellion. Rothermel 
creates groupings of people that wend their way up around the neo-classical room along 
the left side of the canvas. Beginning with the trio of men in the lower left foreground, 
each figure reacts to Henry’s proclamation in their own way. Rothermel uses heightened, 
theatrical facial expressions to illustrate the variety of opinions in the room. Grouped 
mainly in threes and arranged in discrete, triangular shapes, the figures display a range of 
emotions. Richard Henry Lee in the foreground, draped in a red cape and gripping the 
                                                 
8 Advertisement for the Art Union of Philadelphia, “Patrick Henry Engraving”, 1 June 1852, pg. 
1-4, and recalled in Robert Middlekauff, The Glorious Cause: The American Revolution, 1763-
1789, 2nd edition, Oxford: Oxford University Press, 2005, p. 83-85. Henry, a newly appointed 
representative to the House of Burgess took umbrage at the Crown’s taxation of the colonies, and, 
to many jeers, declared to legislators that George III a new “Caesar” or “Charles the First” who 
risked his own welfare if he continued to ignore the wishes of the colonists in the economic and 
political policies of Great Britain. At the climax of his speech, other representatives shouted at 
him “treason.” His reply is quoted above. Ten years later, he would give another famous speech 
containing the phrase, “Give me liberty, or give me death!” 
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edge of the table next to him and the arm of his chair, casts his eyes upward as if 
appealing to god. The British soldier in the midground, dressed in a red uniform and 
unsheathing a sword ready to strike Henry down is only stayed by the slightly raised hand 
of John Robinson, the seated figure on the large red chair in the pulpit. Many of the other 
actors appear to plot and scheme, passing sidelong glances toward Henry. The figure of 
Henry divides the scene, separating his supporters in the shadows, who listen intently and 
raise their hands in assent behind him, from the range of dissenters, whose faces are 
clearly seen. 
This dramatic reimaging of a formative scene from the Revolutionary era would 
require a skilled engraver’s hand to translate the heightened emotion of the painting. By 
December 1851, the managers of the Art-Union of Philadelphia were sure that the 
“Patrick Henry Picture” would be a popular print among their members and began 
requesting estimates from engravers.9 The choice of subject and engraver were critical to 
the health of the organization. By the ninth of January the following year, Alfred Jones 
had been awarded the contract to engrave the plate and was sent a confirmation letter by 
the organization.10 This letter sparked a year and a half of disagreements over payments, 
missed deadlines, and increasingly serious missives to the engraver. A four-page 
advertisement, featuring a rudimentary line engraving with a key to Rothermel’s complex 
                                                 
9 George W. Dewey to Alfred Jones, 10 December 1851, American Antiquarian Society, MSS 
Boxes J, Folder 2, Correspondence, 1837-1846. The date on the letter is hard to read, but based 
on the date of the completion of the painting and the rest of the correspondence regarding the 
work on this engraving, 1851 must be the year of this letter. 
10 Dewey to Jones, 9 January 1852, American Antiquarian Society, MSS Boxes J, Folder 4, 
Correspondence, 1850-1852. 
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scene, appeared in June of 1852, suggesting that the managers felt the engraving process 
was moving along at a normal rate, and assured subscribers that “the perfection of its 
execution is already guaranteed by the many beautiful specimens of line engravings from 
this distinguished artist.”11 By the end of 1853, however, the managers announced in their 
Reporter for December 1853/January 1854, that although the engraving still was not 
ready for distribution, it “is closely approximating the last finishing touches, and will 
therefore be ready for delivery at a very early day.”12  
While these delays proved annoying to subscribers, the managers, led by noted 
Philadelphia engraver John Sartain, scrambled behind the scenes to prevent this setback 
from becoming a full catastrophe for the group. Sartain, taking over for the 
Corresponding Secretary, George Dewey—whose increasingly dire missives must have 
been answered unsatisfactorily—wrote to Jones, urging “You must be aware that the Art 
Union is suffering pecuniary injury by each additional days’ delay” and requested news 
of the state of the plate as soon as possible.13 Sartain’s son, Samuel, an engraver in his 
own right, signed a contract to have a different scene finished and ready for delivery by 
the summer of 1854, bringing the distribution of prints back on schedule.14 Despite these 
problems, Dewey described Jones as “succeeding admirably” in translating the painting 
                                                 
11 Advertisement from the Art-Union of Philadelphia, 1 June 1852, p. 1. 
12 Philadelphia Art-Union Reporter, 1853-1854, p. 1. 
13 Letter from John Sartain to Alfred Jones, 21 June 1853, American Antiquarian Society, MSS J, 
Folder 5, 1853-1858. Unfortunately I have been unable to locate any of Jones’s responses to 
Dewey or Sartain regarding the state of the plate, or the suggestions of more funding that the 
Dewey correspondence implies Jones had asked for. Sartain, in this letter, chastises Jones, noting 
that the Committee of Engraving has “received no acknowledgement from you of the receipt of 
their communication to you.” 
14 Sartain Family Correspondence, Samuel Sartain, Art Union of Philadelphia, Historical Society 
of Pennsylvania, Call Number 1650, Box 7, Folder 1, 1852-1885. 
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to the plate, and the work would ultimately be well received by the Art-Union.15 Jones’s 
perfectionism notwithstanding, the Art-Union of Philadelphia faced a host of issues, 
including the taint of the failure of the American Art-Union, as well as the loss of their 
stock of engravings due to a fire, that would eventually force the enterprise to close its 
doors not long after the “Patrick Henry” print was completed.16 The delays, however, did 
little to slow Jones’s career. Indeed, Jones, as well as his fellow engravers—the Smillie 
family, Charles Burt, John Casilear, and others—created the works of art that kept these 
art unions active and attracted new subscribers to them. 
While the major enticement to join such an endeavor was, of course, the 
opportunity to own a major work of art for a comparatively small amount of money, the 
engravings advertised, celebrated, and distributed to all subscribers were the tangible, 
actual return on their investment in the art union that belied the accusation that these 
groups were little better than lotteries. The art unions themselves heavily promoted this 
belief, with the Art-Union of Philadelphia quoting a Boston newspaper, the Transcript, to 
remind subscribers that, in fact, “the purchaser of an Art Union ticket gets the full value 
of his subscription in an engraving or other work of art, and that the chance of drawing a 
prize is merely extraneous and subsidiary, [and] deprives the transaction of its gambling 
feature.”17 This concept of “full value” for the subscriber’s investment, as Brownlee 
points out, mirrored the standard antebellum banking practices of issuing banknotes in 
                                                 
15 Dewey to Jones, Letter dated 21 April 1853, American Antiquarian Society, MSS Boxes J, 
Folder 5, Correspondence, 1853-1858. 
16 Philadelphia Art Union Reporter, “Annual Report,” vol. 1, no. 12, January 1852, p. 145. 
17 “Art Unions,” in The Philadelphia Art-Union Reporter, Vol. 1, No. 2, p. 25. 
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lieu of specie and transformed these art unions into speculative endeavors, which, despite 
the veneer of respectability and moral uplift, operated under the same mechanisms that 
drove the boom and busts in the banking world during the 1840s and 1850s.18 He writes, 
“For some, the Art-Union enacted a commercialized art world that functioned like a 
lending bank, selectively purchasing and amassing stores of paintings as its metaphorical 
“specie” and issuing paper “notes” in the form of small and large folio line engravings.”19 
What Brownlee’s argument reveals, then, and what I build upon in this chapter, is the 
idea of the American Art-Union as a somewhat risky, new commercial art market, one 
kept solvent by paper—in this case, engravings.  
Brownlee, however, leaves the relationship between the engravers, the managers, 
and the public at large unexplored. The managers used the fame of their engravers and 
the quality of their issue to burnish the organization’s reputation as both a worthy 
investment and a way to access high culture. In addition, these managers advertised the 
skilled labor and expense of steel plate engraving to convince the public these works had 
value beyond a mere game of chance.20 Making art available and reasonably affordable to 
the aspiring classes meant issuing lots of engravings, and when competition arose in the 
form of the International Art-Union run by Goupil, Vibert & Co in the late 1840s, 
                                                 
18 Brownlee, “American Art-Union: Blank or Prize?” p. 81. Quite a bit of my thinking about the 
links between the shared engravers of the art unions and the banknote companies were sparked by 
this chapter. 
19 Ibid, p. 83. While Brownlee sites the number of engravings issued relative to the major prizes 
offered by the AAU, the engravers and their engagement with art and the public remain 
unexamined in the literature surrounding the organization.  
20 Peter C. Dooley, The Labour Theory of Value: Economics or Ethics, London: Routledge, 2005. 
The managers of the various art unions were certainly familiar with the works of economic 
theories of John Locke and Adam Smith, as their ideas that labor is inherently the source of value 
for commodities had been adopted by many of the political elite including Thomas Jefferson. 
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offering prints and running a free gallery of their own, the American Art-Union saw this 
as a serious threat to their hegemony over American art and their own survival. Rather 
than theorizing that engravings themselves were responsible for the downfall of the 
American Art-Union, and, to a certain extent other art unions in the United States—
Patricia Hills and Rachel N. Klein, among others, have successfully argued that the 
driving force behind the fall of the AAU was caused by political machinations—I suggest 
that had the Art-Union continued operations, engraving issues, including overproduction, 
distribution failures, expensive building campaigns and outside competition, would have 
eventually caused significant financial woes.21 To keep the organization afloat, the 
Managers had to rely on the talent and aesthetic appeal of the engravings they issued each 
year. One unsuccessful engraving, or a distribution delay of the type the Art-Union of 
Philadelphia faced with the Jones plate in 1853, could send the whole system crashing 
down.  
 “A Truly National Object”:22 
 In 1851, the American Art-Union, a New York City-based organization dedicated 
to the promotion of fine art in the United States faced a year of heavy criticism from 
                                                 
21 On the arguments of Hills and others, please see footnote 11.  
22 “Statement of Purpose from American Art-Union Catalog, New York, 1848,” reprinted in 
Sarah Burns and John Davis, American Art to 1900: A Documentary History, Berkeley: 
University of California Press, 2009, p. 223. 
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which they would never recover.23 Originally opened as an art gallery in 1838 by James 
Herring, an artist and publisher, the nascent Apollo Association was meant to stimulate 
young American artists and provide them with a wider patronage group. Philip Hone, 
former New York City mayor and wealthy auctioneer, soon joined, bringing many of his 
wealthy merchant friends, all politically Whigs, into the organization’s fold as 
Managers.24 Efforts to establish a more civic-minded art institution, much like similar 
organizations in Europe—most notably the Düsseldorf, London, and Edinburgh Art 
Unions that opened their doors in the 1820s and 1830s—also attracted notable Democrats 
who proved to be crucial to the growth of the AAU. William Cullen Bryant, the New 
York Evening Post editor, oversaw the transformation from the Apollo Association to the 
American Art-Union and served as president of the organization for three years, from 
1845 until 1847. Prosper M. Wetmore, prominent merchant and vocal spokesman for the 
union, saw the institution grow to its largest size under his tenure from 1847 through 
                                                 
23 For detailed histories of the American Art-Union, its artists, structure, and patronage, see: 
Maurice E. Bloch, “The American Art-Union’s Downfall,” in New-York Historical Society 
Quarterly, Vol. 37, October, 1953; Mary Bartlett Cowdrey, ed., The American Academy of Fine 
Arts and American Art-Union: Introduction 1816-1852, New York: New York Historical Society, 
1953; Patricia Hills, “The American Art-Union as Patron for Expansionist Ideology in the 
1840s,” in Andrew Hemingway, ed., Art in Bourgeois Society, 1790-1850, Cambridge: 
Cambridge University Press, 1999; Amanda Lett, ed, Perfectly American: The Art Union and its 
Artists, Tulsa: Gilcrease Museum, 2011; Rachel N. Klein, “Art and Authority in New York City: 
The Rise and Fall of the American Art-Union,” in The Journal of American History, Vol. 81, No. 
4, March, 1995; Maybelle Mann, The American Art-Union, Washington D.C.: Collage, Inc, 1977; 
Lillian B. Miller, Patrons and Patriotism: The Encouragement of Fine Arts in the United States, 
1790-1860, Chicago: University of Chicago Press, 1966; and Arlene Nichols, Merchants and 
Artists: The Apollo Association and the American Art-Union, dissertation, City University of 
New York, 2003. 
24 Klein, “Art And Authority in Antebellum New York City,” p. 1537-1539. Klein details the 
relationships between Herring, Hone, and many of the other managers in her article.  
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1850.25  
 Similar groups with matching aims, such as the Art-Union of Philadelphia, fell 
under the same scrutiny as the better-known institution in New York.26 In their second 
publication that year, the Art-Union of Philadelphia stressed to their subscribers that the 
accusations of low quality art and shady distribution models were simply efforts by those 
critics without an understanding of the Art-Union’s true aims. To the managers, the 
critics sought to undermine the artistic and moral work at the center of the organization’s 
mission. After quoting a Boston newspaper, the Transcript, which noted that these sorts 
of art associations “have an excellent effect in educating the public taste,” the writer for 
the Philadelphia Art-Union Reporter noted that the Transcript also waived off any 
notions that participation in such a concern was tantamount to gambling.27  This 
reassurance to subscribers may not have eliminated all their suspicions about the viability 
of these endeavors. Indeed, the choir of voices attacking these institutions—both subtly 
and overtly in the popular press—dogged the managers and could influence subscribers. 
Such attacks proved deleterious, causing the eventual end of the art union trend in the 
United States.  
                                                 
25 Baker, “The American Art-Union,” in Mary Bartlett Cowdrey, American Academy of Fine Arts 
and American Art-Union, p.134. According to the website www.measuringworth.com, five 
dollars in 1845 is roughly worth $160 in the 2015 economy. 
26 Cowdrey, The American Academy of Fine Arts and American Art-Union, p. 132-147 discusses 
the relationships between the AAU and similar organizations in the United States at the time. 
According to her research, Cincinnati’s Western Art-Union was founded in 1847, the Art-Union 
of Philadelphia in 1848, The New England Art-Union, based in Boston in 1850, the New Jersey 
Art-Union, based in Newark, also in 1850, and the Chicago Art-Union, started around 1852. In 
addition, The Cosmopolitan Art-Union, from Sandusky, Ohio merged with the American outpost 
of the Düsseldorf Art-Union 1857, and finally, the International Art-Union, run by French 
printsellers Goupil, Vibert, & Co., opened in New York City in 1849. 
27 “Art Unions,” in The Philadelphia Art-Union Reporter, Vol. 1, No. 2, p. 25. 
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 Yet the experiment in American art that slowly wound down to such a whimper 
began with sweeping promises and excitement. Vowing to open the American art world 
to everyone, regardless of means, and create a new class of patrons, the managers of these 
art unions, particularly the American Art-Union and the Art-Union of Philadelphia, set 
out not only to support and foster the emerging artists of a new nation, but also to educate 
their public in the appreciation of art. This skill, they believed, would unite an 
increasingly divided country through the idea that images could act as a corrective to the 
dehumanizing effects of modern life. As Raymond Williams explains in his essay 
explicating the much larger field of Marxist cultural theory, organizations adopt the 
legitimizing language of “selective tradition,” to become hegemonic institutions, 
dictating what is acceptable in the larger cultural realm and acting as the voice of cultural 
authority to thousands.28 Although Williams is not specifically referencing art unions, his 
essay, “Base and Superstructure in Marxist Cultural Theory” could certainly apply to the 
art union’s rhetoric of moral uplift and the power that art could have to shape the minds 
of the public. He writes, “These laws, constitutions, theories, ideologies, which are 
claimed as natural, or as having universal validity or significance, simply have to be seen 
as expressing and ratifying the domination of a particular class.”29 Art union managers 
                                                 
28 Raymond Williams, “Base and Superstructure in Marxist Cultural Theory,” New Left Review, 
Vol. 82, Nov. 1, 1973, p. 9; 12; 14. William goes on to note that the dominate culture will exclude 
ideas that do not reaffirm their own dominance and, once the concept of “taste” is established, 
those in cultural control can then market the ideas of “sensibility,” which could only be gained 
through “elevated or insightful” artistic consumption. This also reflects Pierre Bourdieu’s 
argument in The Field of Cultural Production: Essays on Art and Literature, Randall Johnson, 
ed., New York: Columbian University Press, 1993, p. 40-41 noting that the “dominant class” 
works to separate those artists who uphold “bourgeois” values from those artists in the avant 
garde who represent a threat to the status quo. 
29 Williams, “Base and Superstructure in Marxist Cultural Theory,” p. 7. 
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posited that they, with their interest in creating a shared culture overseen with their 
guidance and understanding of the public good, could create a unified and representative 
American art that would mold viewers into well-rounded citizens.  
 The managers thought—perhaps only subconsciously, as Williams might argue—
that they could shape the cultural conversation in the United States and create values that 
would soon seem self-evident to the general public.30 Pierre Bourdieu, the 20th century 
cultural theorist and sociologist working separately, yet along similar lines to Williams, 
states that not only is it important to recognize how cultural hegemony works through 
gatekeepers—in my example, art union managers—but that as these signifiers become 
more ingrained in the population, gatekeepers can then regulate who is accepted and who 
is not.31 Indeed, Bourdieu argues further that a person’s acquisition of cultural capital 
“yields profits of distinction for its owner” that allow for social mobility even for later 
generations.32 Art unions and their managers, then, presented themselves as agents who 
                                                 
30 Williams, “Base and Superstructure in Marxist Cultural Theory,” p. 9. Williams explains that 
cultural hegemony works not simply because it is dominant, but also that it is self-reifying. He 
writes, “It is a whole body of practices and expectations; our assignments of energy, our ordinary 
understanding of the nature of man and of his world. It is a set of meanings and values which as 
they are experienced as practices appear as reciprocally confirming. It thus constitutes a sense of 
reality for most people in the society.” 
31 Pierre Bourdieu, “The Forms of Capital,” from John G. Richardson, ed., Handbook of Theory 
and Research for the Sociology of Education, New York: Greenwood, 1986, p. 241-258, and 
republished at www.marxists.org. Bourdieu states, “The accumulation of cultural capital in the 
embodied state, i.e., in the form of what is called culture, cultivation, Bildung, presupposed a 
process of embodiment, incorporation, which, insofar as it implies a labor of inculcation and 
assimilation, costs time, time which must be invested personally by the investor. Like the 
acquisition of a muscular physique or a suntan, it cannot be done at second hand (so that all 
effects of delegation are ruled out).” 
32 Ibid. Bourdieu explains that although “embodied” knowledge is purely individual, he also 
explains that the acquisitive impulse in one generation creates a baseline of cultural reference for 
the next generation. 
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could earn their subscribers cultural capital and new status in a rapidly changing world. 
The American Art-Union, and its later imitators, recognized a void in the nation’s 
cultural landscape and stepped in to fill it with their own sense of taste and culture. 
Indeed, the managers of the American Art-Union trusted so firmly in their mission as a 
morally valuable organization that created an opportunity for the public to access art that 
the arguments of illegality would have shocked them.33 For those managers, creating a 
refined public taste in visual art elevated the organization above the cloud of base 
accusations. 
 This zeal for reform and transformation, exemplified by the art unions, extended 
past the antebellum period. In 1873, John Stuart Mill, writing to the Journal of Social 
Sciences, argued quite firmly for the ability of art to transform and educate all those that 
came into contact with it. Mill, proposing what historian Thomas Adams calls “a trickle-
down” effect, suggested that erudition would flow from an educated elite and “would 
give forth products and create an atmosphere that would produce a high average of the 
same faculties in a people.”34 This “trickle-down” idea may very well have been what the 
managers of these art unions had in mind as they formulated their plans for the cultural 
institution. While their efforts meant to expand the pool of well-informed citizenry, these 
managers, uniformly from the upper echelons of New York City’s financial and 
journalistic sectors, wielded culture as a weapon of control––works of art would be 
                                                 
33 Patricia Hills argues this in her article, op cit. 
34 Thomas Adams, Buying Respectability: Philanthropy and Urban Society in Transnational 
Perspective, 1840s to 1930s, Bloomington: Indiana University Press, 2009, p. 99. 
91 
carefully selected to provide the most high-minded level of contemplation in its patrons.35 
In their September, 1850 issue of the Bulletin of the American Art-Union, an article 
entitled “Motives for Subscribing to the Art-Union” appeared, in which the Managers 
made their most plain argument for the benefits of membership, arguing that “Every 
influence, therefore, should be encouraged amongst us which promotes family affection 
and enjoyment, and we believe there are few means so powerful to increase this as a taste 
for Art.”36 This moral and civic improvement through art could only happen if the 
general public developed an appetite for the best of American painting and sculpture. 
This taste could be certainly developed, the managers of the art unions implied, through 
the subscription to and education learned from their groups. 
“Excitement on the Subject of Fine Arts”: 
 For their investment in the AAU, subscribers received at least one fine art 
engraving per year, as well as copies of the Transactions of the American Art-Union, a 
brief summary published annually, detailing the business of the Art-Union, and later, the 
more frequent Bulletin of the American Art-Union, a journal intended to inform readers of 
happenings in the art world and educate them on a variety of art historical subjects 
ranging from artists like J. M. W. Turner to themes such as “Cities of Art and the Early 
                                                 
35 Hills, “The American Art-Union as Patron,” p. 325, Johns, American Genre Painting, p. 22, 
and Klein, “Art and Authority in Antebellum New York City,” p. 1538-1531. Hills and Klein 
both reference Bourdieu here, with Klein noting that the management of the AAU stood in 
opposition to a growth in popular culture and diversions in the cities and, because the Managers 
pointedly distanced themselves from “private enterprise” and proclaimed their institution was for 
the public good, they had the moral authority to determine American arts and taste. 
36 “Motives for Subscribing to the Art-Union,” in Bulletin of the American Art-Union, September 
1850, p. 87-88. Cowdrey, Hills, and Klein all extensively cite both the publications of the 
American Art-Union as well as the coverage generated in the Herald and the New York Daily 
Times, and I want to acknowledge their work in leading me to these primary sources.  
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Artists.”37 Additionally, by subscribing, members purchased a chance to win an oil 
painting at the end of each year that had been procured by the American Art-Union. In 
this way, the Art-Union hoped to bypass traditional sites of patronage, and make art 
appreciation and support for art a part of citizenship.  
 The Art-Union of Philadelphia operated under a similar scheme, with the same 
subscription rates, but those that won prizes at the end of the year were given certificates 
to purchase an oil painting from one of several pre-selected galleries located in 
Philadelphia, New York City, Boston, Baltimore, and Cincinnati.38 Indeed, the AUP 
marketed this difference to their subscribers, noting in both their organizational plan, as 
well as in a catalogue from 1852 that subscribers, in addition to “receiving a fine 
Engraving (worth alone the amount of his subscription),” the subscriber also earned “the 
chance of obtaining a fine original Painting to be SELECTED BY HIMSELF from any 
public Exhibition in the United States [emphasis theirs].” In attempting to distance 
themselves from the American Art-Union, the managers of the Philadelphia group—
through their alternate award system—also hoped that they would reap the benefits of 
                                                 
37 The article on J. M. W. Turner appeared in the June 1, 1851 edition of the Bulletin of the 
American Art-Union, No. 3, p. 37, and the series “Cities of Art and the Early Artists,” began with 
an essay on Fra Angelico in the first issue of the Bulletin of the American Art-Union, No. 1, April 
1, 1850, and concluded with an article on Parma and Correggio in the June 1, 1851 issue. Per 
Patricia Hills, the Transactions were published annually, while the Bulletin was usually published 
from September to December, although occasionally earlier. This irregularity was a hallmark of 
the AAU. 
38 Art-Union of Philadelphia, Constitution and By-laws, Article IV, Section 3, 1848, p. 4. It was 
hoped that the various locations of these galleries would help to spread the wealth around to 
artists in multiple regions of the country. As Patricia Hills notes, the AUP’s central beneficiaries 
seem to be art galleries, while the AAU did directly fund artists—Eastman Johnson, for example, 
was able to study in Europe due to sponsorship by the AAU. 
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more diverse works to display or to pull from for engraving purposes.39 It was as a 
market for supporting American painters and their work that these institutions staked 
their reputations. By providing patronage for artists, and, more importantly, access to art 
through engravings, publications, and exhibitions, art unions in the United States acted as 
cultural gatekeepers who rose and fell in the public’s esteem based on the quality of this 
access. 
  Already in 1849, membership in the American Art-Union surged to almost 19,000 
subscribers in 28 states, including much of New England and the Mid-Atlantic, but also 
as far south as Alabama and west to the California territories, making the business of the 
Art-Union a truly national concern.40  The drive to educate and edify this geographically 
and politically diverse American public was fought on three fronts: publications, free 
galleries, and most visibly, through engravings. With publication of the Bulletin of the 
American Art-Union, beginning in 1848, the AAU moved away from education solely 
through images and towards instruction that combined art with the written word. While 
visual art remained the most important function for the Art-Union, the Bulletin may have 
been a way, as historian Eric Lupfer notes, to connect a magazine hungry public with the 
organization’s larger mission regarding American art.41 In an article written for the April 
1 issue from 1851, the Bulletin’s editors outlined their vision for the magazine: 
This work is intended for the benefit of many thousands of readers. More than one 
hundred and thirteen thousand copies were distributed during the past year, and 
                                                 
39 Art-Union of Philadelphia, Constitution and By-laws, 1848, Article IV, Sec. 9, p. 5.  
40 American Art-Union, Bulletin of the American Art-Union, 1849, p. 67-112. 
41 Eric Lupfer, “The Business of American Magazines,” in Scott E. Casper, Jeffery D. Groves, et 
al, eds., A History of the Book in America: Vol. 3: The Industrial Book, 1840-1880, Chapel Hill: 
University of North Carolina Press, 2007, p. 250. 
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we hope to exceed that number with the present volume. It is reasonable to 
suppose that a large majority of these readers are unacquainted with many of the 
terms of art, the nature of particular processes, the history of schools, and the 
biography of artists. It is proposed in the present series to furnish plain and 
intelligible articles on these subjects.42 
 
The layout of the magazine followed a predictable pattern throughout its run. After the 
title page, a smaller engraving similar to one of the distribution prints for that year served 
as a frontispiece. The editors would then reproduce “The Plan of the American Art-
Union,” a document drafted in 1844 as the Apollo Association transitioned to the Art-
Union, list the business of the Union, including number of prints issued and their titles, 
art acquired by the Union, and, in what signaled the increasing instability of the 
organization, a plea for subscribers to renew their memberships before the end of each 
year.43 Articles on various topics in art followed, many accompanied by illustrations from 
the AAU’s stable of talented engravers, including Alfred Jones. Reviews of books on art 
appeared frequently, as did articles entitled “Gleanings From Foreign Journals” and “Fine 
                                                 
42 American Art-Union, Bulletin of the American Art-Union, 1 April, 1851, no page number. 
While the Bulletin was issued in such quantities, I have not been able to find out exactly how 
many copies of each print were made. One advantage to the AAU’s insistence on using steel 
engraving, as opposed to copper engraving, was wear and tear on the plates. Each steel engraving 
plate could withstand, as Antiquarian Steve Bartrick notes, “thousands of impressions before 
wear appeared.” See his website: http://www.antiqueprints.com/Info/engraving.php, accessed 24 
January 2019. 
43 American Art-Union, Bulletin of the American Art-Union, 1849-1852. 
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Art Gossip.”44 In addition, the articles served as guiding texts, leading the reader to 
develop their tastes in line with the managers of the Art-Union, and, towards the ultimate 
goal of a unifying visual culture in the United States.  
 The next effort to educate and uplift the public came from the exhibition of 
paintings in free galleries. The American Art-Union pioneered this kind of public art 
show, and became one of the first contemporary art galleries in the nation. By 1849, the 
drive to present worthy images to the public became one of the most talked about goals 
for the AAU. In his annual address to the managing committee, which was reproduced in 
the Bulletin for subscribers, Prosper Wetmore stressed the effects that seeing paintings 
could have on the mind, especially those of impressionable young men. “Every great 
national painting of a battlefield, or great composition illustrating some event in our 
                                                 
44 Bulletin of the American Art-Union, 1849, p. 28-30. The editors also used their opportunity in 
front of a captive readership to stress the importance of a truly national outlook in contemporary 
art. Following a discussion on the English art critic John Ruskin, the Art-Union published an 
article entitled “Development of Nationality in American Art.” In a strongly didactic tone, the 
anonymous author first instructs artists that they must “be the leader of the taste of a nation,” and 
“that the artist must aim only to reach the multitude; he should especially address himself to the 
expression of those feelings which he possesses in common with them.” The author continues by 
explaining to his general readership that their duty “is to be discriminating in their patronage, 
seeking out those indications of talent that point in the direction of true national feeling,” going 
on to extol the virtues of painter William Sydney Mount over the “undisciplined” nature of his 
counterpart, George Caleb Bingham. There were more personal reasons for this preference as 
well. Bingham and the AAU had a falling out regarding, at least nominally, sale prices, that 
caused a split between the artist and the organization. The AAU not so subtly stated in their 9 
December 1850 edition of the Bulletin that “young men, who have been spoiled by the foolish 
praise of ignorant friends, of course feel themselves aggrieved by the coldness with which their 
productions are treated. Working, in many cases, in remote districts, with no opportunities of 
comparing their labors with proper standards, they are indignant at what they consider to be the 
injustice of the Committee, in rejecting or undervaluing their pictures,” p. 143. Bingham would 
air his grievances publicly and privately with other publishing houses, including a letter to 
Goupil, Vibert, & Co. in 1852. George Caleb Bingham letter, 1852 January 31. microfilm reel 
2787, Archives of American Art, Smithsonian Institution. 
 
96 
history,” he stated, “appeal[s] to national feeling and rouse[s] national sentiment . . . and 
who can calculate the effect of all these on the minds of our youth? Pictures are more 
powerful than speeches.”45 Improvements, including a gallery renovation and new rules 
regarding exhibitions allowed manager William J. Hoppin to boast to subscribers at the 
end of 1847 of greatly increased attendance at the gallery and provided a cultural 
experience to those in all walks of life.46 The gallery succeeded wildly. Art historian 
Mary Bartlett Cowdrey estimates nearly three million visitors crowded through all 
iterations of the Art-Union galleries before the doors were shuttered in 1851, and 
historian Randy Ramer emphasizes that the opening of the new building on Broadway 
                                                 
45 Quoted in Cowdrey, American Academy of Fine Arts and the American Art-Union: 
Introduction, p. 153. The free gallery went through a series of growing pains before reaching its 
zenith in the last few years of the organization. Competition from other galleries in New York 
City, including the Academy of Fine Art’s rooms and the National Academy of Design’s twice 
yearly exhibitions, all of whom insisted on exclusivity when exhibiting new paintings, forced the 
AAU to rethink the way they acquired works for display. Until the third and final iteration of the 
free gallery opened in 1848, working with artists and lenders to obtain works for exhibition was a 
thicket of competing interests and scarce funding. Originally demanding that artists who wished 
for their works to be considered for purchase by the AAU exhibit their works with the 
organization first, many artists who were also members of other associations found that this 
requirement could bar the same work from other venues around the city. Eventually, the AAU 
tried to remove this burden from the artists by purchasing the works directly from them and 
displaying the art for the public in the hopes of gaining more subscriptions for the annual 
distribution. Yet, as the Honorary Secretaries and Managers would complain throughout the life 
of the AAU, many subscribers waited until the last minute to send their funds. This meant, in 
effect, that the pictures purchased for distribution and exhibition were only on display a short 
while before they were sent out to winners, leaving the gallery sadly barren throughout the rest of 
the year.  
46 William J. Hoppin, Transactions of the American Art-Union, 1847, p. 21. This stands in stark 
contrast to Willis’s public observations that the Free Gallery “furnished more than one kind of 
evidence that vulgarity there finds itself a home,” and warned readers to not allow their daughters 
to attend exhibitions at the gallery, as noted by Klein, “Art and Authority in Antebellum New 
York, p. 1552. While the Art Union of Philadelphia also had a gallery, stipulations in the rules for 
subscribers suggest that paintings won could be asked for loan at anytime. Section 9, p. 5, Art 
Union of Philadelphia Constitution and By-laws, 1847, Art Union of Philadelphia archive, The 
Historical Society of Pennsylvania.  
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helped to revitalize the institution.47 Utilizing the language of moral uplift so deeply 
embedded in all of these antebellum cultural endeavors, Hoppin praised members—
whose subscriptions had made admission to the gallery free to all by this time—noting 
their monetary involvement allowed the Art-Union’s artistic selections to “bestow a 
cheering solace upon some who, being endowed with natural refinement of feeling, are 
nevertheless suffering the inexorable demands of poverty, or the coarse necessities of 
unrequited daily labor.”48 Despite this wild success, the organization as a whole still 
required subscribers to sustain their business model. Increasing appeals for new and 
renewing patrons to subscribe early in the year, rather than waiting until the annual 
drawing, meant that every triumph was underscored by funding campaigns.49  
In this way, the managers put the language of public good and moral usefulness to 
work in such a manner that elevated the organization above the specter of a mere form of 
gambling, and stressed that the managers and subscribers were a part of a movement that 
would help their less fortunate neighbors better themselves socially if not economically. 
                                                 
47 Cowdrey quoted in Randy Ramer, “Free to the World: The Art-Union Gallery,” in Lett, ed., 
Perfectly American, p.102-103;122. The overwhelming success of the galleries stood in sharp 
contrast to the Philadelphia Art Union, whose exhibitions attracted far less public attention. 
48 Hoppin, Transactions of the American Art-Union, 1847, p. 21. Hoppin also takes care to note 
that the committee has “seen with great gratification these men, with their wives and children, 
quietly and decorously availing themselves of the privileges of the gallery,” assuring subscribers 
that although the economically disadvantaged were enjoying the gallery, these were “respectable” 
poor. These “respectable” patrons were famously captured in the lithograph, Distribution of the 
American Art-Union Prizes, At the Tabernacle Broadway, New York, 24th December 1847, by 
Tompkins Matteson, published by Sarony and Major in 1848. 
49 Hills and Cowdrey both note that these building campaigns stretched the already tight budget of 
the AAU to the breaking point. Cowdrey notes the Managers were frequently reduced to 
“personal advances of credit or money,” purchasing pictures out of pocket, and helping to meet 
payroll until the end of the year when the subscription money would finally be submitted. She 
goes on to note that manager Marshall O. Roberts had personally held the mortgage on the 
Broadway gallery. The American Academy of Fine Arts and American Art-Union, p. 226; 233. 
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It also subtly moved subscribers into a world where they had cultural capital on par with 
the socially and economically elite.50 This constant reminder—that the fees paid by art 
union subscribers meant much more than simply purchasing a lottery ticket—became an 
increasingly prominent promotional line as the organization grew, and would, in the end, 
become a reminder of the true financial instability at the heart of the AAU and would, the 
Managers hoped, rebut the allegations thrown their way by critics at The New York 
Herald. 
  While their galleries and publications, both visual and written, served to educate an 
upwardly mobile middle class, the use of print media laid the groundwork for the 
collapse of the art union era. Despite the grand language and lofty promises outlined in 
the issues of the Bulletin and in the annual issues of the Transactions, the Art-Union 
experienced ever-sharpening attacks from critics that played out in some of the most 
popular publications of the day. As historians Rachel N. Klein and Patricia Hills have 
                                                 
50 Bourdieu and Johnson, The Field of Cultural Production, p. 217-223. As Bourdieu argues, the 
efforts of the dominant culture to use the idea of “taste” to assimilate lower classes and further 
exacerbate class divide can be seen in the support of certain types of art, language, or even food, 
over another, and that the idea of a correct apprehension requires instruction. In his chapter on “A 
Sociological Theory of Art Perception,” Bourdieu notes, “It follows that to increase the 
readability of a work of art and to reduce the misunderstanding which results from the 
divergence, it is possible either to lower the level of emission [in effect, to make the art or cultural 
item more easily understood] or to raise the level of reception [make the art more difficult to 
consume]. The only way to lowering the level of emission of a work is to provide, together with 
the work, the code according to which the work is coded, in a discourse (verbal or graphic), the 
code of which is already mastered (partially or completely) by the receiver, or which 
continuously delivers the code for deciphering, in accordance with the model of perfectly rational 
pedagogic communication. Incidentally, it is obvious that any action tending to lower the level of 
emission helps in fact to raise the level of reception.” Thus, by offering the keys to decode works 
of art by the dominant culture, the marginal culture can assimilate. The Art-Union’s managers 
certainly believed this was their mission—minus the Marxist overtones—and that strength of the 
nation depended upon Americans uniting around a shared culture as decided upon by the 
American Art-Union. 
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noted, the goals and operation of the American Art-Union were steeped in the political 
and social divisions that became increasingly apparent by the late 1840s and early 1850s, 
and not everyone reacted favorably to the AAU’s imposed authority.51 While there were 
accusations of corruption among the managers and a devaluing of artists’ work, the most 
pointed—and successful—criticism levied at the Art-Union was the idea that the 
organization essentially ran a lottery.52 Miner K. Kellogg, writing anonymously for the 
International Monthly Magazine of Literature, Art, and Science (later acquired by 
Harper’s Monthly), formalized the complaints of many onlookers, especially journalists 
and critics such as James Gordon Bennett, arguing: 
Numbers rather than quality seem to govern the Art-Unions in their purchases of 
works, that they may give to subscribers a greater number of chances to draw 
something for their money, and thus encourage them to future patronage. This is 
the principle upon which all lotteries live: and when we come to sift the matter to 
the bottom, we cannot but acknowledge that Art-Unions are nothing else but 
lotteries, under another and more popular name.53 
 
The idea that despite the moralizing rhetoric of the AAU, it was, at its heart, a lottery, 
was an easy accusation to lobby, and one that the managers could not refute. While they 
                                                 
51 Klein, “Art and Authority in Antebellum New York City: The Rise and Fall of the American 
Art-Union,” p. 1535. Klein, to reinforce her argument that the Art-Union had indeed assumed the 
mantel of a cultural watchdog, notes on page 1548: “Only by recognizing the unique cultural 
space occupied by the Art-Union can we comprehend the storm of opposition that brought it 
down.” 
52 Ibid, p. 1551 and Patricia Hills, “The Art-Union and the Ideology of Empire,” p. 59-61. Hills 
notes that James Gordon Bennett, in particular, published numerous articles stating that the Art-
Union was managed by “an abolition clique” wasting subscriber money on “oyster and 
champagne suppers.” Klein also notes that Nathaniel P. Willis, editor of the Home Journal, 
consistently argued that the requirements to submit to the Art-Union meant that only mediocre 
talent would find favor there. 
53 Miner K. Kellogg, “Art-Unions: Their True Character Considered,” in International Monthly 
Magazine of Literature, Art, and Science, No. 2, January, 1851, quoted in Burns, American Art to 
1900, p. 231 and Nathaniel Parker Willis, “A New Art-Union,” in Home Journal, vol. 20, May 
11, 1850, p. 4. 
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could point to good notices in the press for their efforts—Jones for example was praised 
for his engravings Farmer’s Nooning and Sparking, a genre scene after Francis Edmonds, 
which the critic proclaimed “much deserved credit to his burin”—it still did not quell 
suspicions in the press.54 Although Hoppin insisted that the organization had “higher 
duties to perform” than running a simple raffle, the accusation stayed with the 
organization.55  
  Even organizations that had supported the goals of these associations 
acknowledged that the lottery aspect was an element of concern that required 
explanation. The Boston Transcript, which the Art-Union of Philadelphia so happily 
quoted in their Reporter stated “the gravest question connected with the Art Union 
                                                 
54 “The Capitol at Washington,” in The Anglo-American, a Journal of Literature, News Politics, 
Drama, Fine Arts, etc., Vol. 5, No. 9, 21 June, 1845, p. 210. This review was of Jones’s recent 
engraving of the Capitol Building in Washington, D.C. and “What Has the Art-Union 
Accomplished,” in Bulletin of the American Art-Union, Vol. 2, No. 7, 1849. The AAU also used 
these favorable appraisals to assert their credibility as an organization, and their role in fostering 
American artists. In a lengthy rebuttal meant to highlight the Art-Union’s achievements against 
increasing attacks from without entitled, “What has the Art-Union Accomplished,” the Managers 
listed the many artists who had benefitted from their support, such as Emmanuel Leutze, and 
claimed that the status of engravers in the United States had been elevated due to the Art-Union’s 
patronage. The Managers declared, “BURT and JONES and CASILEAR [sic], the engravers. . . 
are under obligations for the high stations they hold in their respective professions in a marked 
degree, to the liberal commissions given to them by the society.” The relationship between the 
engravers and the Art Unions was a mutually beneficial situation. 
55 William J. Hoppin, Transactions of the American Art-Union, p. 24. The attacks on the AAU 
also played out in the satirical press. Peter John Brownlee, in his article “The American Art-
Union: Blank or Prize,” p. 97, recovered a satirical etching aimed at the lottery aspect of the Art-
Union that captures the sentiment Kellogg and his fellow critics lobbed at the AAU. Titled 
Manners and Customs of ye Yengeese, 1852, and captioned “Ye Drawing of Ye Grand Lotterie. 
Fortune Showers Her Favours on ye Multitude!!!,” (attributed to Townend Glover, etching on 
paper, 1852, Smithsonian Museum of American Art) and signed by the artist “Squib,” the 
vignette shows a multitude of grotesque and shabbily dressed people standing in front of a 
platform while a large man and two small girls turns the crank on a wheel of fortune, which 
seems to only issue blanks. Fallen Bibles and a protest sign stating “Beware of Mock Auctions” 
reinforces the immorality of the scene. 
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system is that in regard to the lottery element. Many persons distrust that this is 
objectionable and demoralizing in its operation, even though the cause be good and 
patriotic. There will continue to be dissent on this point.”56 Lotteries with good causes 
had been successfully employed in the United States previously, as Klein notes in her 
article on the American Art-Union. Community building efforts, from roads to churches, 
found their funding through local or regional lotteries that created public stakeholders in 
these improvement projects.57 The AAU saw itself as a civic organization in that mold. 
 Yet, accusations persisted that the Art Union merely used their powers to secure 
influence and to avoid legal issues.58 For newspaperman Bennett, the lottery issue opened 
another front on The New York Herald’s war on the Art-Union, adding editorials on the 
illegality of their financial model to their attacks on the political persuasions of the 
                                                 
56 Quoted in The Philadelphia Art Union Reporter, Vol. 1, No. 2, February 1852, p. 25.  
57 Klein, “Art and Authority in Antebellum New York City: The Rise and Fall of the American 
Art-Union,” p. 1557. 
58 H. W. B., “Games of Chance.” More troublingly, the author goes on to state that God created 
the poor so that the wealthy could express their benevolence. As Wendy J. Katz states in her 
article on Walt Whitman’s contributions to the New York Sunday Dispatch, the editors of that 
publication came down severely against the AAU, noting “that the Art-Union’s annual lottery of 
paintings was permitted by the legislature, while small lottery offices catering to the poor were 
raided by the police.” The Christian Observer, a Presbyterian-aligned newspaper based in 
Philadelphia dedicated a column on their first page to the immorality of the Art-Union’s methods. 
In an article entitled “Games of Chance,” the writer, H. W. B., opens with the statement “There is 
a manifest impropriety in staking the ownership of property on mere fortuities,” while gradually 
linking the AAU lottery to other, more dissolute forms of gambling, and suggesting the managers 
“bestow[ed] such marked favor on a very limited number of artists.” The writer continues in this 
this vein, arguing that even a noble purpose loses its moral authority when linked to such 
practices and archly notes, “Female Industrial Societies do not scruple . . . to resort to this lottery 
scheme.” 
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organization, and their perceived ill treatment of American artists.59 Historian Karen 
Halttunen notes in her examination of underside of Victorian middle class culture that 
cultural critics like Henry Ward Beecher, Theophilius Fisk, and others linked the lottery 
and gambling with sloth and greed, two vices antithetical to the Protestant values of hard 
work and prudence.60 Magazines targeted at youthful readers also espoused this view, 
warning, “many families have been ruined by having their means absorbed in the 
purchase of tickets, which drew blanks.”61 Despite the best efforts of the AAU and their 
advocates, including the editors at the New York Daily Times and a host of artists, 
including Emmanuel Leutze and Asher B. Durand among others, the legislature of the 
state of New York found in 1852 that the American Art-Union was indeed operating an 
illegal lottery as critics had claimed, and the operation finally closed its doors with a final 
                                                 
59 Hills, “The American Art-Union as Patron for Expansionist Ideology in the 1840s,” p. 322-324, 
notes that the political fighting between the anti-abolitionist and Democratic Herald, run by 
James Gordon Bennett and the AAU, through its link to the Herald’s press rival The New York 
Daily Times, founded by Henry Jarvis Raymond and George Jones, was the most public facet of 
criticism of the Art-Union. Bennett offered an outlet to disgruntled artists who had been passed 
over by the Managers of the AAU, lobbed accusations that the group were abolitionists trying to 
assert their rules of culture and morality on the nation, and, finally, that they ran an illegal lottery. 
60 Karen Halttunen, Confidence Men and Painted Women: A Study of Middle-class Culture in 
America, 1830-1870, New Haven: Yale University Press, 1982, p. 17-19. 
61 “Lotteries,” in Youth’s Cabinet for Families and Sunday Schools, New York, Vol. 3, No. 51, 17 
December, 1840. 
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auction of all assets in December 1853.62 While the Art Union of Philadelphia faced less 
overt criticism, within another two years they would also shut their doors.63 Although the 
fad for the art union was over, these organizations succeeded in popularizing American 
art to new consumers and increased the profile of the painters, sculptors, and also the 
engravers, whose work came into more hands than the prizes awarded at art unions’ 
lotteries ever would.  
To Everyone a Large, Expensive and Valuable Line Engraving: 
 Although the art union experiment may have failed in the public’s eye due to 
clashes over the morality of the lottery, accusations of mismanagement, and suspicious 
political motives, these institutions faced much less criticism with their most sustained 
undertaking: fine art engraving. In their Constitution of 1847, the American Art-Union 
outlined for subscribers just how their money was spent. “The nett [sic] funds of the 
Institution shall be applied first,” they wrote, “to the purchase and production of fine 
Engravings.”64 Indeed, art unions and their supporters often turned to engraved works to 
                                                 
62 The editors of the New York Daily Times ran several articles covering both the New York 
Herald’s accusation that the AAU was an “abolitionist clique” misappropriating funds as well as 
the subsequent libel trial which resulted in the AAU being declared an illegal lottery, a decision 
that was upheld on appeal. They began coverage of the issue on January 3, 1852, in an article 
titled “The Art-Union and one of its Libelera,” which was a direct response to the Herald. 
Coverage continued throughout the year with at least 35 articles on the AAU and the trial, 
including an article on November 13th, where the author took pains to say that the AAU was not 
found guilty of any crime, but told if they held their distribution they would fall within the state’s 
prohibition of lotteries, and that is why the organization folded.  On December 30th of the 
previous year, the newspaper ran a statement signed by various artists attesting to their fair 
treatment by the AAU. 
63 The Art Union of Philadelphia tried to reorganize itself in the 1880s, yet once again the venture 
was short lived, based on the information at The Historical Society of Pennsylvania. Their Annual 
Report for the Year 1883 notes on page three that the organization closed after “the distribution 
for the year 1853 or 1854.” 
64 Constitution of the American Art-Union, adopted December 20th, 1847, Article X. 
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both drum up support and serve as tangible proof that these organizations provided 
subscribers with an opportunity to invest in their own education and edification rather 
than a stake in a betting game. Selecting, commissioning, and distributing engravings 
became the life-blood of art unions and the way the vast majority of their subscribers 
received any benefit for their membership. As these groups expanded their ranks, not 
only did members receive their print for the past year, these members also began 
requesting prints of previously issued engravings, creating a demand for high quality 
prints that ultimately the art unions could not provide.65 Yet retaining the services of a 
cadre of highly skilled engravers and selecting artwork that would both translate to the 
plate and please their consumers was one of the primary responsibilities of these groups. 
Art unions went to great lengths to employ engravers of value, and celebrated the names 
of their engravers alongside the other artists they were promoting, as seen in the case with 
Alfred Jones. In this way, these groups publicized the status of their engravers to 
convince their public of the value of the engravings they produced. By arguing that not 
only were these engravings a good return on their investment in these ventures, but also a 
source of education, art unions celebrated the prints themselves as opportunities for elder 
members of a family to instruct the younger members, creating more fully rounded, high-
minded citizens in the process. The selection of engravers, subjects, and the language that 
surrounded them in newspapers, bulletins, and magazines, cemented the reputation of the 
art unions in the public’s mind.  
                                                 
65 Cowdrey, “Publications of the American Art-Union,” in The American Academy of Fine Arts 
and American Art-Union,” p. 285.   
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 In its last full year of operation, the American Art-Union went about business as 
usual and reached out to artists who had work they felt was worthy of reproduction for 
their subscribers. They sent one such missive to William Sidney Mount, well known for 
his genre scenes involving yeoman farmers and ambitious Yankees, and who typified the 
Art-Union’s stated criteria that the works of art selected for distribution should have both 
a wide appeal and a nationalistic quality to them.66 Mount responded to William 
Hoppin’s request to reproduce his painting positively, writing,  
“Say to the ‘Committee of Management of the American Art Union’ that they have 
my permission to engrave in ‘line upon steel’ my picture, ‘Bargaining for a Horse,’ 
or ‘Farmers Bargaining’. Allow me to say, as the picture has once been engraved 
small, I would prefer to have it as large as possible, Using your own language, ‘in a 
style worth of the rare merits of the picture’!”67 
 
With the painting selected, the next step was to engage the appropriate engraver, one who 
could work both quickly and at a high level of expertise. Engravers hoping to be selected 
by the managers for these projects relied on both their own reputations and their ability to 
solicit work for themselves. For the Art-Union of Philadelphia, for example, Alfred Jones 
must have, based on existing correspondence, offered his skills to the committee 
sometime in November of 1851, a few months before he received the commission for the 
“Patrick Henry Picture.” George Dewey, that sender of increasingly frantic letters 
                                                 
66 Johns, American Genre Painting, p. 76. Johns further states that these “types”—the yeoman, 
the Yankee, the riverman, and others were stock figures that the public would have easily 
understood, and would be able to fit the stereotypes about these figures with the scenes that were 
taking place in the paintings. Mount’s paintings were so popular that his works would later be 
engraved for the AAU’s rival, the International Art-Union. 
67 William Sidney Mount to William J. Hoppin, February 5, 1851, William Sidney Mount Papers, 
New York Historical Society. “Bargaining for a Horse” would have been the subscription print 
for 1851. It is likely that Jones would have also pitched himself to the AUU for the Mount 
project, having created their successful Farmer’s Nooning print in 1843. 
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discussed in the opening paragraphs of this chapter, informed Jones in December of that 
year that the picture had been chosen, and asked him to send a copy of his “English 
Picture”—most likely the Image Breaker, a scene set during the English Protestant 
Reformation, after Emmanuel Leutze—for consideration.68 Finding both the engraving 
and Jones’s estimate for the “Patrick Henry Picture” acceptable, Jones was engaged to 
work for the AUP. 
 Yet by the time Jones was canvassing for work in Philadelphia, he had already 
made a name for himself in New York City as a notable engraver of busy genre scenes 
with a keen understanding of human drama. After publishing several scenes for 
magazines like Godey’s Lady’s Book and Graham’s Magazine in the early 1840s, Jones 
quickly set himself apart from his competition, displaying his talents in creating detailed 
scenes that separated him from his contemporaries. Jones caught the eye of Asher B. 
Durand, himself a former bank note engraver turned fine art engraver and later, painter, 
who, at least in 1844, worked as an advisor to the American Art-Union on their engraving 
                                                 
68 George W. Dewey to Alfred Jones, December 10, 1851, Sartain Family Papers, Historical 
Society of Philadelphia and Cowdrey, American Academy of Fine Arts and the American Art-
Union, p. 287. The Image Breaker was one of five small folio engravings issued together in 1850. 
Jones engraved this and The New Scholar, after Francis Edmonds, for this disbursement. By the 
time Jones earned the contract for the “Patrick Henry Picture,” he was also under contract with 
the AAU to complete an engraving after Richard Caton Woodville’s War News from Mexico 
(Mexican News). 
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matters.69 According to Jones’s biographer, W. S. Baker, it was through his 
acquaintanceship with Durand that Jones earned his first commission from the AAU—the 
opportunity in 1843 to engrave Farmer’s Nooning by William Sidney Mount and led to 
Jones earning more work from the AAU than any other engraver besides Charles Burt.70  
The managers selected Farmer’s Nooning (images 2-3 and 2-4, William Sidney Mount, 
oil on canvas, 1836 and Alfred Jones after William Sidney Mount, engraving, published 
by the Apollo Association, 1843) Mount’s scene of agricultural laborers on their lunch 
break, in response to the negative reaction to their previous, more traditionally artistic 
efforts.71 While the differences between the 1836 painting and the 1843 print are minor, 
Jones makes the central figure, a sleeping black man, much more animated than he seems 
in the painting. The young boy in Mount’s painting, leaning on a pile of hay to play a 
joke on the sleeping man by tickling him with a piece of straw, has not yet awakened the 
man. Johns argues this boy, wearing a tam o’shanter, represents to those knowledgeable, 
the interests of abolitionists who tickle the ears of the African American population with 
                                                 
69 According to W. S. Baker, American Engravers and Their Works, Philadelphia: Gebbie and 
Barrie, 1875, p. 89-90, Durand took notice of Jones after he engraved a version of Durand’s The 
Proposal for Graham’s Magazine, however I believe Baker has confused this for The Proposal 
by Edward Henry Corbould that Jones engraved for the August 1842 issue. This statement was 
repeated in Appleton’s Cyclopaedia of American Biography’s 1887 edition. For more on Durand 
and his transition from engraver to celebrated painter, see Jennifer L. Roberts, Transporting 
Visions: The Movement of Images in Early America, Berkeley: University of California Press, 
2014. 
70 Baker, American Engravers and Their Works, p. 89 and Cowdrey, The American Academy of 
Fine Arts and the American Art-Union, p. 244-293. When adding up both the small engravings 
that were published in the Art-Union’s Bulletins, as well as the engravings issued annually, 
Charles Burt engraved twenty scenes, far surpassing his nearest competitor, Jones, who was 
responsible for nine. Felix O.C. Darley and James Smillie also account for a small number of 
engravings. Various other engravers and firms round out the list. 
71 Hills, “The American Art-Union as Patron for Expansionist Ideology in the 1840s,” p. 319. 
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the message of freedom, while still seeming like an innocent genre scene to those not 
invested in the abolition debate.72 Jones, on the other hand, depicts the man smiling and 
beginning to wake up, as the child’s joke stirs him into consciousness. This could signal a 
more overt abolitionist reading for the print, which would be distributed to all subscribers 
under the auspices of the Apollo Association, the American Art-Union’s prior 
incarnation.73 Many of the preparatory drawings made by Jones are still extant, and the 
central figure was some of the later work to be completed (image 2-5).74 Although no 
letters between Jones and the Management Committee survive, this slight difference, and 
the possible meaning it might convey must certainly have merited discussion between the 
artist and the organization. Jones, and his fellow engravers, were no mere copyists, but 
artists in their own right with their own interpretations of these scenes. 
 What Jones and his fellow engravers agreed to when they signed their names on the 
line was an extensive and painstaking process to provide an engraved steel plate to the art 
union that could be given to the printers for reproduction. In order to create the prints the 
                                                 
72 Hills, “The American Art-Union as Patron for Expansionist Ideology in the 1840s,” p. 321. 
Hills notes that the tam o’shanter, associated with Scottish abolitionists, would have been a 
legible reference for pro-abolition Southerners. This reading of the work was introduced by 
Elizabeth Johns in American Genre Painting, p. 107-108, and Hills based her argument from this 
observation. 
73 This reading would certainly not have received the approval of Mount himself. As Patricia 
Hills and, more recently, historian Kevin M. Scott, have noted, Mount was anti-abolitionist, and 
even considered a “Copperhead Democrat,” a Northerner who opposed the Civil War. See Kevin 
M. Scott, Rituals of Race: Mount, Melville, and Antebellum America, Ph.D. dissertation, Purdue 
University, 2004, p. 14-16.  
74 The New York Public Library holds a large volume of original drawings, bank note vignettes, 
and engravings by Alfred Jones that were donated by his daughter after his death. In addition to 
the various states of the André scene discussed in the next pages, the library has various versions 
of both Farmer’s Nooning after William Sidney Mount engraved for the Apollo Art Association 
in 1843, and also The Image Breaker after Emmanuel Leutze, engraved for the AAU in 1850. 
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Art-Union stressed were “large and expensive,” the engraver followed an elaborate 
process that began with the painting itself.75 Despite being hired to copy a painting, 
engravers preferred to liken their skills to that of a translator, interpreting an image from 
one medium into another, and using their own, distinct skill set to create a work related 
to, but still separate from the original image.76 Much like a literary translator would not 
simply convert words from one language to another, but instead endeavor to capture the 
nuance and intangible spirit of the author, engravers saw their work in this mold. These 
“translations” were not mere tracings from the painting, but required a distinct artistic eye 
to evoke the original and offer the impressions of color in shades of black and white. A 
highly-skilled engraver knew not only how to handle a burin, but was also a draftsman, 
with, as nineteenth-century art historian Adam von Bartsch wrote, “the talent to seize the 
spirit of the original,” who used a keen eye to scale a painting down from, for example, a 
six foot by seven foot painting, as in the case of the “Patrick Henry” picture, to fit a 13 
1/4 x18 inch steel plate while preserving the key elements of the work.77 Engravings after 
paintings, like Asher B. Durand’s The Capture of Major André, might easily occupy an 
engraver’s time for a year or more. Indeed, the managers of the AAU seem to have 
anticipated this when they drew up the contract for Alfred Jones, James Smillie, and 
                                                 
75 Cowdrey, The American Academy of Fine Arts and the American Art-Union, p. 108. 
76 John Landseer, Lecture on the Art of Engraving, Delivered at the Royal Institution of Great 
Britain, London: Longman, Hurst, Rees, and Orme, 1807, Lecture 3, p. 177-178.  
77 Bartsch quoted in Lisa Pon, Raphael, Dürer, and Marcantonio Raimondi: Copying and the 
Italian Renaissance, New Haven: Yale University Press, 2004, p. 33. Pages 30 through 34 go into 
more detail about reproductive engraving as a translation between one medium and another. The 
measurements for the “Patrick Henry” picture are on the advertisement for the print issued by the 
Art-Union of Philadelphia on June 1st, 1852. The size of the finished print was typically 23 x 18 
inches, as also listed in the ad. 
110 
Robert Hinshelwood in February 1845 to be delivered by December 31st of that year, 
with Jones in charge of the figures and Smillie and his brother-in-law, Hinshelwood, 
responsible for the landscape.78 Their anticipation that the plate would be a major 
undertaking was confirmed on January 11th of the following year, when Smillie wrote to 
ask for an extension not only of time but also of funding as “the labor [was] much more 
than anticipated” and their fulfillment of the contract “utterly impracticable.”79 While the 
art unions depended upon engravings to reach their audience, the engravers required time 
and money to produce their works. A false stroke of the burin and the plate might have to 
be smoothed out and the previous labor lost.  
 The contract and the extant proofs of Jones’s work on the André picture reveals 
how extensive the process was to get from painting to paper. For forty dollars a month—
ten dollars more than the average laborer made in New York in the 1840s—Jones, the 
contract stipulates, was to work “with all dispatch” on the engraving of the figures and 
allow AAU Managers, as well as Durand himself, to check on his progress from time to 
                                                 
78 Contract between the American Art-Union and Alfred Jones, James Smilie [sic], and Robert 
Hinshelwood, signed February 1845, American Antiquarian Society, MSS J, folder 10. Sometime 
after this commission, according to Smillie’s journals, he had a permanent falling out with 
Hinshelwood, whom he had taken on as an apprentice and into his family. James Smillie, A 
Pilgrimage, Archives of American Art, undated manuscript, p. 52. The family feud continued for 
several years, with James D. Smillie noting in his journal for January 22, 1870, “also rec’d a long 
and abusive letter from Mr. Rob Hinshelwood which, as usual, I sent back to him.” Smillie 
Papers, Reel 2489, Archives of American Art. 
79 Letter to the Executive Committee of the American Art-Union from Smillie and Hinshelwood, 
11 January 1846. New-York Historical Society, BV AAU. 
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time.80 The contract also provided Jones and his cohort with unfettered access to the 
painting for study. The Capture of Major André (image 2-6, Alfred Jones, James Smillie, 
and Robert Hinshelwood after Asher B. Durand, line engraving on steel, 1846) tells the 
story of the undoing of British spy John André, who bribed Benedict Arnold in an effort 
to take over West Point during the Revolutionary War.81 Caught by three militiamen—
perhaps “Skinners” like those in James Fenimore Cooper’s The Spy—with incriminating 
documents hidden in his riding boots, André was turned over to Continental Army and 
eventually hung as a spy.82 The engraving suspends the action at the moment André’s 
plot is discovered. The four figures (and one very shy horse) occupy the foreground while 
the landscape slopes towards the background behind them. Two men in rough clothing, 
one, seating on a rocky outcropping and wearing a rather floppy hat and the other, 
standing behind André with his hand on his rifle and a coonskin cap on his head, flank 
                                                 
80 Contract between the American Art-Union and Alfred Jones, James Smilie [sic], and Robert 
Hinshelwood, signed February 1845, American Antiquarian Society, MSS J, folder 10. According 
to historicalstatistics.org and measuringworth.com, $40 in 1845 is roughly the equivalent $1,370 
in 2015. The May 1850 Bulletin mentions the going rate for an engraving was “two or three 
thousand dollars” and estimated that paper and printing costs then ran an additional $5500, 
meaning that each of the larger sized engravings could cost as much as $8,000 each year. Average 
wage numbers come from History of Wages in the United States from Colonial Times to 1928, 
Revision of Bulletin No. 499, Washington DC: United States Government Printing Office, 1934, 
p. 253. 
81 Middlekauff, The Glorious Cause, p. 559. This episode warrants a brief sentence in 
Middlekauff’s history of the Revolution and links his fate with the downfall of Benedict Arnold 
rather than his own misadventure. 
82 James Fenimore Cooper, The Spy, New York: Penguin Classics, 1997 edition, p. 20. Cooper 
mentions the “Skinners” in the first chapter, and describes them as irregulars, “whose sole 
occupation appears to have been that of relieving their fellow-citizens from any little excess of 
temporal prosperity they might be thought to enjoy, under the pretence [sic] of Patriotism, and the 
love of liberty.” The story is based on a few sources, including Major André’s, and the cover of 
this edition of The Spy is illustrated with Durand’s The Capture of Major André. 
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the central pair of André and John Paulding, the leader of the militia.83 Both men keep 
their eyes on the suspect and their guns close. André stands, slightly left of center, in his 
stocking feet, and his arms are gesturing, as if he is pleading his case, or perhaps, trying 
to bribe the men. Paulding, his face set off by a white shirt with a wide spread collar, 
clutches the documents in his left hand while his right hand halts André’s explanations 
and appeals. While the André in this scene does not know what fate awaits him, viewers 
would know just how this story ended. 
 Although no very early preparatory sketches made by Alfred Jones have been 
found, the New York Public Library holds five drawings in various stages as well as the 
finished version of the André line engraving, stamped with the seal of the Art-Union on 
the bottom. Examining these drawings, we can begin to get a sense of Jones’s working 
process, which was, presumably, similar enough to his fellow engravers to allow their 
cooperation on this piece. The team working on the André plate seems to have followed 
the prescriptions for engraving set out by eighteenth-century polymath Robert Dossie in 
his two-volume set, Handmaid to the Arts, published in both London and Boston. In the 
second volume of his work, Dossie states engravers should “sketch into great parts before 
the finishing of them be undertaken; for example, of one, two, or three figures, if the 
subject be history, and these figures be grouped,” and states that by taking these first 
                                                 
83 Worcester Art Museum, “Thomas Sully, The Capture of Major André, 1812,” 
http://www.worcesterart.org/collection/Early_American/Artists/sully/capture/discussion.html 
(accessed 14 June 2017). The Worcester Art Museum notes that Paulding and his men were 
awarded medals of honor for not only discovering the spy, but also for their unwillingness to take 
the bribes of gold André offered them. 
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steps, the engraver will “preserve the equality and union in [their] works.”84 Unnumbered 
and, for the most part, undated, these drawings suggest the way Jones went about creating 
his work. In what may be the earliest section of work, dated March 15, 1845, Jones has 
drawn all three figures and the horse, in pencil, and marked over the sketch with ink and 
a wash of some sort to denote shades of light and dark (image 2-7, Alfred Jones, drawing 
for The Capture of Major André, pencil, ink and wash on paper, 1845, New York Public 
Library). Jones, at least in this drawing, leaves the faces and hands of the figures blank 
and concentrates on their clothing and posture. Through fine, parallel lines and dense 
rhombus patterns overlaid with washes of gray, Jones reveals his ability to create the 
folds and shape of clothing over the body. The man behind André, for example, wears a 
vest that appears too tight over his stomach. André’s socks sag a bit and gather around his 
ankles and the seated man’s coat bends and folds around the space where a rock will 
eventually be. The unfinished pencil work in this drawing, as well, shows Jones has a 
keen eye for the smallest details. Each face, showing a different emotion, features slight 
lines and hints of shadows that animate them, and makes these figures seem like fully 
realized characters. Lines suggesting a double chin, a furrowed brow, or a questioning 
look, even at this rough stage, illustrate that Jones was planning these elements carefully 
from the very beginning of his work. Even the papers that the figure of John Paulding 
holds in his hand show signs of folding and wear. Jones’s figures are solid and dense, 
ready for Smillie and Hinshelwood to construct a landscape around them. He has 
                                                 
84 Robert Dossie, The Handmaid to the Arts, Vol. The Second, London: J. Nourse, 1764, p. 74. 
Dossie goes into great detail about how to clean and smooth the plate for engraving, what sorts of 
gravers are best for what type of effects, and is very clear about how the work should proceed.  
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followed the letter of Durand’s painting while imbuing his figures with new life in black 
and white. 
 A later drawing features Jones’s figures within the landscape, although the figures 
are still incomplete (image 2-8, Alfred Jones, drawing for The Capture of Major André, 
ink and wash on paper, c. 1845, New York Public Library). The landscape by Smillie and 
Hinshelwood, while fairly complete, lacks the detail in the sky, as well as some of the 
finer details in the background. Jones, too, is still working through some of the aspects of 
his figures. The militiaman seated on the rocky outcropping is the only one with a 
finished face at this point. Jones’s youthful figure has a slightly wide face with a strong 
chin and large eyes that are focused on John Paulding. Beneath a floppy hat, his wavy 
hair hangs loose, yet another way to distinguish these rougher colonists with the figure of 
André, who, although faceless at this point, wears a shoulder length, brownish wig with 
his fine top coat and ruffled shirt. The sketches for Paulding and André’s faces have also 
gone through some revision from the first draft. No longer neutral, André’s face has been 
redrawn to show a tightening of the jaw while Paulding’s eyebrows furrow in a more 
skeptical manner. By the time of the finished print, Jones had refined the features on his 
figures significantly (see figure 2-6). Gone, for example, is the wide, untroubled face of 
the seated figure. Jones has engraved him with a heavier brow and cast his face in 
shadow, as if reacting to the suspicious man in their midst. Paulding’s jaw is set, and he 
projects a stoic, yet decisive demeanor. André seems more pleading, and his eyes look 
slightly up toward Paulding, begging to be released. Jones’s treatment of the men’s 
clothing remains virtually unchanged from his earliest drawing to this finished version, 
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but what seems most remarkable is the realism of the hair. Jones uses soft lines to create a 
painterly quality for the hair that, even at very close inspection, seems painted rather than 
engraved.  
 When compared to the original painting (image 2-9, Asher B. Durand, The Capture 
of Major André, oil on canvas, 1845, Birmingham Museum of Art) the full extent of 
Jones as a translator comes into view. Substantially the same, Jones has nevertheless 
given these figures more personality than Durand. The poses are the same, but each 
man’s face features a deeper, more intense reaction to the events as they are playing out 
before our eyes. The gentlemen with the coonskin cap, posed as a neutral onlooker in the 
painting, takes on a more focused demeanor in the engraving, actually watching André 
rather than looking past him, as he appears to in Durand’s version. His compatriot seated 
on the rock also loses the neutral expression from the painting to become a more serious, 
youthful actor who cautiously eyes their prisoner. André appears less haughty in the 
engraving, and slightly friendlier, befitting someone trying to negotiate his way out of a 
dangerous situation. The biggest change, however, is to Paulding. Jones avoids copying 
the delicate features depicted by Durand and instead makes him more classically 
handsome, with a more defined jawline, larger nose, and strong forehead. Jones also 
gives Paulding a more deeply cut shirt, perhaps to contrast a muscular American with the 
slighter British man. These changes, reflecting the meaning of the narrative rather than 
being simply a copy of a painting, were expected of a skilled engraver, and moved 
engraving from a mere artisan production to work of art in itself. John Durand, the son of 
Asher and an artist and writer in his own right, noted: 
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Through the cunning of its technical process, a line engraving displays the principle 
elements of a painting—composition, drawing, from, gradations of light and shade, 
and the subtleties of effect—like a delicate sculpture, become a fine art, and the 
engraver, a genuine artist. Sometimes his art equals, and occasionally surpasses, 
that of the painter whose work he copies.85 
 
While the Durand picture statically recreates these events, Jones’s interpretations inserts 
more emotion and drama to the capture of this spy in the only way he could without 
reconfiguring the scene completely—by changing their faces. Jones faithfully transcribes 
the poses and the clothing, carefully positioning each character to recreate Durand’s 
scene, but chooses to convey the spirit, rather than the facts as the painter relayed them. 
 It was this skill—the ability of the engraver to recreate a painting while still 
creating a new, separate work of art—that the art unions pressed into service in their 
articles and advertising, promoting a valuable product for their subscribers to keep in 
their homes. The art unions publicized their engravings for the year almost as soon as the 
final agreements were signed. In an advertisement placed in The New World, a weekly 
magazine, the American Art-Union, then operating as the Apollo Association, announced 
to subscribers—and those thinking of joining—that “they have obtained. . . the use of the 
beautiful picture of “The Farmer’s Nooning. . .” and placed it in the hands of Mr. Alfred 
Jones, a talented and ambitious young artist. It will be out by the end of the year in a style 
worthy of the art; and will, they trust, give entire satisfaction to the subscribers.”86 As 
mentioned earlier in this chapter, the AUP did the very same sort of advertisement as 
                                                 
85 John Durand, The Life and Times of Asher B. Durand, quoted in Maybelle Mann, The 
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86 “Apollo Association,” in The New World: A Weekly Family Journal of Popular Literature, 
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soon as the contract was in place for their “Patrick Henry Picture.” The meeting of artist 
and artwork was key, and from the AAU’s early days, organizational success was linked 
to the pictures they reproduced. Patricia Hills has noted that while the first engraving 
offered by the Apollo Association, Gen. Marion in His Swamp Encampment Inviting a 
British Officer to Dinner by John Sartain after John Blake White, had a national subject 
matter that could appeal to subscribers in the north and south, the next two engravings 
moved away from a unifying, patriotic message to something more high-minded.87 This 
decision, to engrave The Artist’s Dream by George H. Comegy and Caius Marius on the 
Ruins of Carthage by John Vanderlyn, worried Apollo Association founder James 
Herring, who wrote to the Managers, “The subject of the 1st engraving pleases everyone, 
but the subject proposed for the next I have not dared to mention to a single person, and I 
hope that some historical illustration will be adopted instead.”88 This worry came to a 
head in 1842, when the Managers announced in their Transactions for that year that 
while funding problems and poor options led to the unpopular engravings. “The 
engravings heretofore distributed,” they explained, “were not in a style of art calculated 
either to gratify or create a correct and refined taste, and reassured their subscribers that 
they would redouble their efforts to secure a picture of “national character.”89 The 
subscription prints had a much larger burden to bear than simple aesthetic appeal, they 
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also needed to prove to their subscribers that their stakes in the Art Union had value. The 
managers recognized this fact. From 1843 until the end of the Art-Union in 1851, the 
pictures selected for distribution had some element of national or morally correct 
character and were created by the most celebrated engravers in New York. This focus on 
engravings, reiterated and celebrated by the Art Unions, also became a way for outsiders 
to critique the health of the organization.  
 The quality of the engraving and the character of the plate were major selling points 
for the art unions. The Philadelphia Art-Union, in advertising their “Patrick Henry” 
picture, not only celebrated the painting, but also assured subscribers they would receive 
“a beautiful impression” for their five dollars.90  William J. Hoppin told subscribers in 
1851 that their Jones engraving after Richard Caton Woodville, for War News From 
Mexico, exhibited an “extraordinary fidelity to nature,” that reflected the painting’s 
“perfectly American” character, while the year before the Committee noted that their 
latest engraving, by Charles Burt, reproducing Charles R. Leslie’s Anne Page, Slender 
and Shallow, had managed to create what “seem[ed] to be beyond the powers of the most 
skillful burin.”91 The repetition of these ideas of value, quality, and excellence linked the 
engravings with these words in the subscriber’s mind, and the art unions certainly 
enjoyed the positive notices their engravers earned them. As early as 1844, Jones 
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received glowing reviews for his work for the AAU. The Knickerbocker; or New York 
Monthly Magazine explained in their column on new members of the National Academy 
of Design that Jones’s engraving for Farmer’s Nooning, “is one of the largest line-
engravings ever published in this country, and a work of high order,” and gave credit to 
the Art-Union for encouraging American engravers with these sorts of commissions.92 
These notices, the Managers hoped, would continue to bolster public confidence in the 
organization. 
“Well Executed, Appropriately Selected, Cheap Engravings”93: 
  Engraving and a newer method of artistic reproduction—the lithograph—grew in 
popularity among the middle classes in the antebellum era, especially among American 
women who looked for a way to fashionably decorate their homes on a budget. 
Institutions like art unions, assisted by cultural critics who argued for the moralizing 
power of art, created a market for these prints among average consumers. In addition, the 
fact that the majority of the prints offered by these organizations emphasized historical 
scenes, tranquil landscapes, or moral, yet comfortable genre scenes over the grit and rush 
of daily life allowed viewers to, as art historian Sarah Burns explains, “to refresh their 
jaded souls” and meditate upon images “untroubled by the problems of modern urban 
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life.”94  Godey’s Lady’s Book, one of the more widely read periodicals by middle-class 
women throughout nineteenth century, avidly promoted several of the art unions—
including the American Art-Union and the Art Union of Philadelphia—to their readers 
and encouraged their investment in “choice engravings.”95 Art historian Martha Tedeschi 
notes that purchasing all ranges of engravings from popular paintings was fashionable for 
the English middle class, and quotes an issue of the London-based Art Journal from 1853 
celebrating the “large picture-buying public. . .not possessing the means to purchase the 
original works of our painters, but who are able to acquire, and do acquire, the next best 
substitutes—engravings.”96 Indeed, in keeping with the Godey’s emphasis on home 
crafting, issues in the middle 1850s suggested that the thrifty homemaker craft her own 
frames to individualize mass-produced prints, including those offered in the pages of 
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their magazine.97 Engravings made their way into the homes of thousands of Americans 
in the middle of the nineteenth century as a part of the ideal decoration of a tastefully 
appointed home, and art unions tried to capitalize on this trend. The Massachusetts 
Teacher and Journal of Home and School Education also found use for engravings as 
teaching tools, echoing the words of the AAU’s 1851 Bulletin, “that to a child 
representations are far more suggestive of thought than verbal descriptions can be.”98 
Public discourse was firmly behind the idea of engravings as suitable for all ages, and 
acceptable in genteel homes and art unions were happy to supply subscribers with 
“choice engravings.” It was a situation that, like many commercial endeavors, hummed 
along quite well until it reached a breaking point. 
 The year 1848 saw the launch of Goupil, Vibert & Co., a lithography company 
based in Paris, with offices in London and New York and offered prints after European 
and American paintings to the public at low rates. Calling themselves the “International 
Art-Union,” Goupil, Vibert, & Co., presented a credible threat, not only to the financial 
security of the AAU, but also their position as cultural gatekeepers. This threat was felt 
spatially as well: The International Art-Union opened for business on the same street, 
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only half a mile away.99 Almost immediately, critics began pitting each organization 
against each other. Willis’s Home Journal told readers in late 1848, “Among the places 
of agreeable resort in New-York, we know of none where a half hour may be more 
pleasantly passed by a lover of genius and beauty than in the establishment of Goupil, 
Vibert, and Co., in Broadway,” and again in 1849 stressed that those Americans wanting 
to improve their artistic skills, “should be instructed and guided and quickened by an 
acquaintance with contemporary achievements on the other side of the water.”100 In 
November of 1849, the managers of the AAU responded to the imposition of this new 
business in the pages of the Bulletin, arguing that the IAU was not interested in the 
enrichment of the American temperament, only making money, that other than a few fine 
examples of art, most of their stock suffered from the general decline in the interest of 
academic art in France, the art they did sell was “impure in sentiment,” and finally, why, 
if the name of Goupil, Vibert & Co., is so reputable “should they not have carried on their 
operations under it without taking another to which they had no right?”101 Deep divides 
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played out in the magazines of the day. Godey’s Lady’s Book urged readers to avoid the 
IAU calling the organization “studied effrontery” and “a foreign print-selling house,” 
while The Literary World, noting that the newest offerings from Goupil, Vibert, & Co, 
prints after William Sidney Mount’s paintings The Power of Music and Music is 
Contagious, were “finely lithographed,” and “are companionable American prints, 
whether we meet with them on the logs of a Western cabin, on our dainty parlor tables, or 
in the portfolio of the amateur (image 2-10, The Literary World, Vol. 6, No. 126, p. 227, 
9 March, 1850).”102 Even more damning, they accused the “grossly daubed” paintings 
purchased by the AAU of creating coarse taste in other matters, and of ill-using the skill 
of the engraver, warning: 
There is something in the making a decent appearance before posterity, if your 
likeness is to descend to them; and in this day of multifarious greatness this is a 
consideration, making it quite worthwhile to look after artists and engravers. No 
one knows how soon his phiz may be called for in the print shops. He may even 
become President. Look to your engravers, then, in time.103 
 
The IUA reiterated their claim that not only did the AAU mistreat their painters, but 
devalued their engravers as well.  
 The American Art-Union went on the offense. In an attempt to block Goupil, 
Vibert, & Co. from importing prints from Europe, managers from the AAU worked with 
customs officials to seize their shipments on the docks, although this effort was 
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unsuccessful and did nothing to stem the tide of competition from other printsellers.104 
The AAU also stressed the “foreignness” of the International Art-Union and Goupil, 
Vibert, & Co.’s business practices in general, noting, as art historian Marie-Stéphanie 
Delamaire argues in her dissertation, that the organization merely facilitated French 
dealers to sell French paintings and prints created by French engravers and 
lithographers.105 More importantly to the American Art-Union, the appearance of the 
IAU undercut their position as cultural gatekeepers. By selling popular European and 
American prints to those who had already cultivated continental tastes and showing no 
concern for molding morally upright citizens, Goupil, Vibert & Co. gave customers 
access to beauty without the lecture.106 The Art-Union would continue to rail against their 
competitors in their publications, yet Goupil, Vibert & Co continued their work long after 
the art union boom passed. 
Conclusion—The Value of Engravings: 
 In the last few years of the American Art-Union’s existence, much of the 
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correspondence sent from the Home Secretaries to the Corresponding Secretaries asked 
about receiving engravings, not receiving engravings, or asking for substitute engravings. 
Indeed, as Brownlee notes, despite the fact that the real draw for members was the chance 
to win an oil painting, the access to prints accounted for much of the Art-Union’s 
popularity and growth.107 This preoccupation with obtaining their distribution for their 
local subscribers—their return on their investment—illustrates just how fragile the 
system really was. In addition to fighting the New York Herald for libel and defending 
themselves against the lottery accusations, the Art-Union also had critical supply 
problems that prevented them from securing new subscriptions. In the Art-Union of 
Philadelphia’s case, this supply problem became too overwhelming and the group folded. 
Managing and distributing the supply of engravings to subscribers was a critical function 
of these art unions, and as the letters indicate, something at which they continually 
stumbled. It seems that as AAU membership soared to nearly 19,000 in 1849, more and 
more Home Secretaries complained about late engravings. In a sampling of letters from 
1849 through 1851, most of them begin with a familiar inquiry: Where are our 
engravings and when can we expect them?108 Proximity to New York also did not ensure 
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that subscribers would receive their engravings quickly either. While some complaints 
about the lateness of the engravings came from regional Honorary Secretaries as far away 
as Milwaukee and Galveston, TX, letters were also sent from Brooklyn.109  Although 
letters acknowledging the receipt of engravings were also common in this survey, many, 
like E.L. Kelsey noted that “it is very difficult to obtain subscribers this early in the 
season,” due to delayed disbursements.110 Philadelphia seems to have dealt less with 
distribution issues and more with bad luck and poor time management. In the spring of 
1852, the warehouse that stored all of the Art-Union of Philadelphia’s previous prints 
caught fire, burning their entire back inventory.111 This, combined with the lateness of the 
Jones plate, proved an insurmountable obstacle for the group and, while they limped 
along for another two years, always promising the “Patrick Henry picture,” they were 
forced to close their doors.  
 While cultural critics were arguing about the quality of the art available or the 
politics of the Managers, the subscribers and their contacts, the Honorary Secretaries, 
were most worried about their engravings. In many ways, as Brownlee notes, the art 
unions embodied “the economically reckless and rapidly developing cultural milieu” that 
had taken hold of the nation.112 Similar to banks issuing paper money to hide their true 
financial standing, these art unions used engravings to keep the organization afloat even 
while supply problems and artistic setbacks created cracks in their foundations. Political 
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infighting may have brought the Art-Union experiment to a close, yet the unrest 
surrounding their engraving distribution model was a potential fault line that, had they 
been able to continue, the art unions would have been forced to deal with to survive.  
 For the art unions and their subscribers, the engravings had a meaningful value.113 
While the art unions encouraged their subscribers to think about the wider world of 
American art they were encouraging through their yearly fee, for the vast majority of 
participants the engravings were their only tangible benefit, the actual return on their 
investment. The emphasis that these organizations placed on highlighting their roster of 
engravers, advertising the complexity and cost of the paintings the works were based 
upon, and stressing that the engravings were more than worth the five dollar fee was 
crucial to keep the enterprise afloat. Engravers too, played a crucial role in creating 
versions of paintings that retained the integrity of the original but still had the creativity 
of an original work of art. This effort became more important in the later years of the 
American Art-Union, because, as Brownlee notes, the AAU began to practice a creeping 
engraving inflation similar to an economy sinking into insolvency. He notes, “In 1840, 
members received a single print. By 1844 . . . membership entitled subscribers to two 
engravings. But in 1847, the offerings on paper swelled yet again [and] by 1850, the 
distribution of prints grew to five small folio line engravings.”114 And while paintings by 
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the most prominent artists affiliated with the American Art-Union became harder to 
secure for the organization, Brownlee argues that by 1850, the AAU turned most of its 
attention to engraving to satisfy the majority of members and give them a sense of a value 
for their investment.115 Indeed, the engraving collection from 1850 received a 
considerable push from the AAU, who told their subscribers it would give them examples 
of “the genius of five of the most distinguished American painters,” and optimistically 
stated that these five would be the first in a “Gallery of American Art,” that would bring 
art out of private collections and into the public.116 Despite the accusations of bad 
dealings with artists, or the morality of the lottery system, the mangers continued to select 
paintings for engraving, hired engravers to create plates, and became increasingly reliant 
on the goodwill from subscribers that their selections earned them. This eroding 
consumer confidence could not be overcome by the general goodwill of the Managers. 
They had not been able to deliver a return satisfactory to their investors—paintings and 
sculpture were rarities, and they couldn’t guarantee the timely supply of engravings to 
keep their subscribers committed to the project. The attacks from outside critics chipped 
away at cracks that, unbeknownst to them, had already formed, contributing to the end of 
these Art Unions. 
 While the art unions promised to democratize the way artists found their patrons 
and help unite the country through a shared visual culture, in action, their lasting impact 
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on the trajectory of American art is harder to gauge. With nearly 19,000 subscribers at 
their peak, plus the subscribers reached by groups like the Western Art Union and the 
Art-Union of Philadelphia, art unions certainly found a large audience for their mission. 
This audience could not have grown to such numbers unless their most widely distributed 
product had meaning and use. The paintings the engravers translated into intricate works 
of art on paper for these art unions represented a large portion of their spending each 
year, and, for the vast majority of subscribers, was the only return for their investment 
they would see. Employing engravers who were receiving positive notices in the press, 
like Jones, and advertising those engraver’s achievements in the Bulletins or Reporters 
reinforced the idea that the engravings distributed by these groups were works of art in 
their own right, and helped to increase confidence in the art unions and their viability. 
Even as the number of paintings the art unions were able to distribute decreased, their 
commitment to engaging artists and planning print production continued until the very 
end.  
 Despite outside criticism regarding the quality of the art or managers who 
misappropriated funds, real complaints from subscribers only became a problem when 
the flow of prints slowed and answers from the organization were not forthcoming. Art 
unions operated much like the new banking system of the day, issuing paper for specie 
and pointing to the intricate engravings and their notable creators as a guarantee that their 
prints had worth. This boosted consumer confidence when the Art-Union was at its peak, 
yet even one of their most celebrated prints, War News from Mexico (or Mexican News) 
created by Jones after the original by Richard Caton Woodville, issued in 1851 and 
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described by William Hoppin as “perfectly AMERICAN in its character,” was not 
enough to recover from a 6,000 person drop in subscriptions.117 While outside interests 
sought to bring down Art Unions on political or moral grounds, the organizations 
appeared to be stronger publicly than they really were. Growing so rapidly and issuing so 
many works on paper to all corners of the country eventually became a difficult logistical 
task. Even the most skilled burin could not reassure subscribers that their investments 
were on the increase. All these factors combined ended the art union experiment and 
represented a loss of regular income for artists and engravers in the antebellum era. If the 
art union system operated in parallel to the new banking economy, then it is not 
surprising that many of the best engravers turned their burins to the banknote business. 
There, in the strange world of antebellum finance, the fascination with scenes of national 
interests found new supporters.
                                                 
117 Bulletin of the American Art-Union, April, 1851, as quoted in Hills, “The American Art-Union 
as Patron for Expansionist Ideology in the 1840s,” p. 329 and 331.  
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Chapter 3: “Too Handsome” for Use: Bank Note Vignettes in the Antebellum Era1 
 
 The collection of bank notes vignettes created by Alfred Jones and donated to the 
New York Public Library by his daughter, Ellen Jones, contains dozens of scenes 
engraved on roughly three inch by six-and-a-half inch paper. Designed for the various 
bank note companies Jones worked with throughout his life, most notably the American 
Bank Note Company which was founded in the wake of the financial Panic of 1857, each 
scene was required to be complex, yet easily understood, and—either overtly or 
covertly—nationalistic in meaning. Described by the New York Herald in 1861 as works 
with “great taste and refinement,” and “most varied and beautiful,” the images on bank 
notes created by Jones and his colleagues illustrate variations on common themes that 
demonstrate the primary national concerns and the popularity of certain scenes in the 
United States in the antebellum era.2 Hewing closely to the selection policies of the art 
unions—especially the American Art-Union, which had previously employed many of 
the most noted bank note engravers in their organization—Jones created genre scenes, 
vignettes lauding national progress, and historical depictions that could transcend 
regional barriers. The imagery on bank notes in the 1840s and 1850s, I argue, reveals the 
self-image of a nation both spreading out and growing apart. 
                                                 
1 Part of the chapter was presented under the same title at the Boston University Graduate Student 
Symposium on 3 March 2018. 
2 “The National Popular Loan,” in The New York Herald, 14 September, 1861. The reporter for 
the Herald singles out the first floor of the American Bank Note Company building, where the 
main business offices were located, as being decorated with the finest specimens of bank note art 
from artists such as “Darley, Herrick, Casilear, Edmonds, and others.” 
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 Despite, or perhaps due to the number of engravers laboring at various bank note 
companies throughout the 1840s and 1850s, Americans were inundated with paper 
money featuring a wide array of designs. The sheer number and variety of notes in 
circulation threatened to create a visual wallpaper when it came to the perception of the 
money in the average person’s pocket.3 While in chapter four, I explore the idea that 
connoisseurship could resolve the confusion between counterfeit and genuine bank notes 
and give the bearer a sense of confidence, in this chapter I focus on the subject matter of 
bank note vignettes and their meaning to the public as both an object of obsession and a 
reflection of their self-perceptions. Art historian Richard Taws, in his examination of 
cultural meaning ascribed to Revolution-era French assignats and other ephemera of the 
Directory period, outlines the benefits of looking closely at material that was not meant to 
last. By functioning in what he calls “the political present,” Taws notes that the makers 
and creators acknowledged these notes as changeable items whose meaning could vary in 
the hands of users from symbolic to merely functional.4 “The currency of these works, 
which was, in many cases, inseparable from their status as currency,” Taws states, 
“resided too in their ability to circulate—as reproduced items that could be owned, 
transmitted, or viewed by a critical mass of individuals—and in their potential to operate 
                                                 
3 J. P. Conway, Dog Gone Money: The Passing of Strange Currencies and Strange People in 
American Democratic Culture, dissertation, St. Louis: Washington University, 2008, p. 305 
Conway estimates there were nearly 10,000 syles of bills in circulation prior to the Civil War. 
4 Richard Taws, The Politics of the Provisional: Art and Ephemera in Revolutionary France, 
University Park: The Pennsylvania State University Press, 2013, p. 6. Taws argument, which is 
particularly relevant to my research in this chapter, is that when trying to get into the mindset of a 
group, in Revolutionary France or Antebellum America, scholars have ignored the most common 
visual code in their lives: money. 
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as mediums of both change and exchange.”5 These works, Taws argues, hold a vital key 
to the interests, concerns, and image of the nation as citizens saw themselves at the time.  
Using a parallel argument, Taws builds upon the work of historian Benedict 
Anderson, whose 1983 book, Imagined Communities, argues that the explosion of the 
newspaper and access to the written word after the Enlightenment era “creat[ed] 
remarkable confidence of community in anonymity, which is the hallmark of modern 
nations.”6 Through shared habits of consumption, reading in the case of Anderson and 
visual consumption in Taws’s example, a sense of community was fostered in the 
imaginations of these consumers. Although American bank notes seemingly defy this 
theory due to their customizable and varied nature, I argue that certain thematic elements 
reappear so consistently in Antebellum notes from banks in every region that, much like 
Taws is able to infer national feelings regarding the instability of post-Revolutionary 
France from his assignats, the interests and preoccupations of an American nation facing 
exponential growth and increasingly partisan politics can be read in the small engravings 
people kept in their pocketbooks. Paper money encoded superficial values and beliefs, 
visually reflected the ideals of industriousness and progress that marked the rhetoric of 
Antebellum America, and became so ubiquitous that stories of paper bill hording spilled 
out of the pulpit and into the pages of sentimental literature.   
                                                 
5 Taws, The Politics of the Provisional, p. 6.  
6 Benedict Anderson, Imagined Communities: Reflections on the Origin and Spread of 
Nationalism, revised edition, London: Verso Press, 2006, p. 36. Anderson cites as a brief example 
of his thesis the idea that for many Americans, reading the New York Times is a uniting morning 
ritual, providing the exact same material, accessible to anyone who can purchase an issue and 
creating a community, despite the fact they may not interact in real life.  
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Although paper money was met with skepticism from moralists who warned that 
obsession with banknotes led to ruin and advocates of wage reform who argued that 
owners only paid their workers in paper money as a way to devalue labor and increase 
their profits, the ease of use and availability made them ubiquitous by the Civil War.7 
Strictly controlled today, American paper currency has been standardized in regards to 
color and size, and each denomination features a regular type of imagery, with no 
variation from state to state or bank to bank.8 In the antebellum period, as art historian 
Leo Mazow notes, paper money took on a more fluid quality, changing to suit the needs 
of a specific time and location.9 Counterfeits ran rampant and the abundance of paper 
money in the 1840s and 1850s operated in a space ignored by the federal government but 
vital to the operation of business of the nation.10 A bespoke, custom-made item with 
virtually endless combinations, bank notes encouraged their users to examine closely the 
paper in their hands to determine value from the valueless. As discussed in chapter four, 
they also relied on the expertise of fine art engravers, familiar with the popular art themes 
of the time, to present a reassuring, positive image on paper. Indeed, Godey’s Lady’s 
Book proclaimed in 1848 that, bank notes were rapidly becoming “too handsome for 
anything” except being “framed and suspended (whether the bank is or not) as works of 
                                                 
7 The Loco Focos, a reactionary contingent within the Democrat party, attracted headlines 
throughout their existence for being stridently against the use of paper money to pay wages. For 
information about the Loco Focos, see Edwin G. Burrows and Mike Wallace, Gotham: A History 
of New York City to 1898, New York: Oxford University Press, 1999, p. 607-609; William A. 
Alcott, The Young Man's Guide, 12th edition, Boston: Perkins and Marvin, 1838 
8 The exception to this rule, as pointed out by Patricia Hills, is the State Quarters program begun 
by the United States Mint in 1999 to celebrate each individual state. The program ended in 2008. 
9 Leo G. Mazow and Kevin M. Murphy, Taxing Visions: Financial Episodes in Late Nineteenth-
Century American Art, State College: Penn State and Huntington Library, 2010, p. 3.  
10 Conway, Dog Gone Money, p. 126. 
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art.”11 Banks relied on specific types of images to convey trustworthiness and validity, 
and Americans came to expect a certain quality and style on the notes in their pockets.  
 In addition to concerns about quality, citizens expected their banknotes to be 
embellished with images that, while not alleviating all their commercial concerns, 
certainly acted to conceal them and present a positive picture of the American 
experiment. These images created meaning for bearers in a time when the government 
abdicated its authority to control paper money to the market. Out of this chaos created by 
a lack of any central governing body, regular people were forced to make a workable 
system out of the paper in hand. Notes had to be universally understood by their 
bearers—vignette themes, the customizable part of the note, needed to appeal to the 
widest audience and avoid sectarian concerns. Above all, however, bank notes relied on 
the confidence and belief of the user to keep the economy moving. Reassuring images 
helped to ease minds and allow the cycle of business to progress. 
The United States entered a time of paper money mania, yet very little time has 
been spent examining the messages on these bills. Utilizing the trove of proofs created by 
Alfred Jones, as well as the work of his fellow engravers on finished banknotes, I argue 
that these small works provided a sense of what American prosperity was meant to look 
like in the two decades before the Civil War. In this chapter, I explore the obsession in 
popular culture with paper money, and look closely at two particularly unexamined 
tropes that reoccur regardless of location: the image of “Jack Tar” or the merchant sailor 
                                                 
11 Unknown Author, “Notices of the Fine Arts. Bank-Note Engraving,” in Godey’s Lady’s Book, 
February, 1848. Alfred Jones is mentioned as one of the “best engravers” in this article.  
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and the image of the stoic Native American man. Oddly, these images gained popularity 
despite the flagging fortunes of both merchant sailors and indigenous Americans during 
the mid-nineteenth century. The vignettes, in essence, obfuscated the insecurity at the 
heart of the Jacksonian Free Banking experiment and allowed users to derive meaning or 
ignore concerns during this national moment about counterfeiting as they moved through 
their daily lives. 
 “Money is Our Mania”: 
In February 1862, an illustrated article entitled “Making Money,” appeared in the 
pages of Harper’s New Monthly Magazine. Part informative essay, part article-length 
advertisement for the services of the American Bank Note Company—then nearly five 
years old—the author excitedly describes the grandness of the building, the flurry of 
activity, and the process of making bank notes in the United States.12 One of the more 
compelling engravings that accompanies this article, a detailed scene called “The Plate 
Vault,” (image 3-1, unknown engraver) allowed readers a glimpse into one of the most 
important rooms of the business: the room where the vignettes recreated on steel plate by 
the company’s stable of artists were collected for later use.13  In a large room with groin 
vaulted ceilings and lit with gas lamps, bookcases nine shelves high line the majority of 
the room, each filled with hundreds of slim, rectangular objects. Sheets of what appear to 
be engravings cover a large worktable in the center of the room. At the far end of the 
                                                 
12 “Making Money,” in Harper’s New Monthly Magazine, Vol. 24, Issue 141, February 1862, p. 
306-325. 
13 Ibid., p. 316. 
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space, a man seated at a desk looks up at a nicely dressed man in a top hat who may be in 
the office to select a series of vignettes for his bank’s paper issue.  
Closer to the viewer on the right, another man in a dark suit selects a plate from 
the shelf. The author informs the reader that a prospective bank manager, when deciding 
to issue new bank notes from their institution, “has ample scope for choice, for there are 
some 20,000” types of images to make each bill unique for each customer.14 This 
profusion of choice created one of the most confounding moments in American history: 
the Free Banking Era. With little government oversight, banks sprang up seemingly 
overnight, and were able to issue their own money, designed to their own specifications. 
Citizens were left with a wide array of bills, the values of which varied from 
neighborhood to neighborhood, and appearance ran the gamut from finely detailed 
engravings to rough woodcuts created to fool the consumer.15  
In this section, I argue that bank notes were over produced, expensive works of art 
that, by depicting scenes of the productive fields, technological advances, and the 
industrial power of the country as a whole, they delivered a message absorbed by viewers 
                                                 
14 “Making Money,” in Harper’s New Monthly Magazine, p. 314. 
15 Steven H. Jaffe and Jessica Lautin, The Capital of Capital, New York: Columbia University 
Press, 2014, p. 54. For more information on the Free Banking era, see chapter 3. See also Peter 
John Brownlee, The Commerce of Vision: Optical Culture and Perception in Antebellum 
America, Philadelphia: University of Pennsylvania Press, 2019, p. 185. Brownlee notes that paper 
money was often metaphorically associated with “storms, typhoons, and other natural disasters,” 
as well as “spectral illusions” suggesting that any perception of value was dangerous and fleeting. 
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due to their repetitive themes and polite genre style.16 Familiarity, however, allowed 
consumers to become comfortable with the paper in their hands, as demonstrated through 
two common vignette themes designed with few changes from engraver to engraver. 
These designs created a sense of regularity and conformity and allowed both legal and 
fraudulent bank notes to pass. Unlike the reliance on the quality and skill of the engraver 
to produce high quality artwork that many of the Bank Note Detector magazines claimed 
was the only way to save the user from financial ruin, the stock imagery became a 
comfortably routine part of everyday life.  
As the federal government turned its back on regulation, states, cities, and 
individuals were left to create a workable economy, which, while still favoring hard 
currency, increasingly relied on paper money to make all sorts of transactions and 
became more sophisticated as time passed. American banknotes were required to be 
endlessly reproducible by the bank note companies, but difficult to replicate for the 
layman. With thousands of notes in circulation and no foolproof system to guarantee 
authenticity, “quantity,” as German philosopher Georg Simmel pointed out in his text, 
The Philosophy of Money, became “equal to quality.”17 Although Simmel set out to 
describe the pre-industrial United States, he also captured the nascent “go ahead” nation 
                                                 
16 James Thompson, Models of Value: Eighteenth-Century Political Economy and the Novel, 
Durham: Duke University Press, 1996. Although Thompson focuses on the novel, his thesis 
suggests that the plots of novels reflect commonly held beliefs, morals, and political ideology 
understandable to the reader as describing a universal truth. On page 9, he writes argues that the 
plot of a novel, for example, illustrates not only the action of the story, but also tells us about how 
the contemporary audience measured value and their scope of what financial and social progress 
might entail. In this chapter, I argue images work in a similar way.   
17 Georg Simmel, David Frisby, trans & ed, The Philosophy of Money, 4th edtion, London and 
New York: Routledge Classics, 2011, p. 279-280. 
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that grew by leaps and bounds due to the proliferation of bank notes in the two decades 
before the Civil War. Simmel argues that a sense of utilitarian “colourlessness” and a 
“blasé” attitude towards bank notes came from the huge increase in the number of notes 
in circulation.18 He also, perhaps humorously, slights Americans noting, “One cannot 
expect people who are so impatient with small gains, so convinced that wealth can be 
produced out of nothing or at least out of very little, to be willing to impose upon 
themselves the self-restrictions which in England and Germany reduce the dangers of 
paper money to a minimum.”19 Business in the United States moved too quickly, 
according to Simmel, to ensure that it operated wisely. The result of this, as historian Joe 
Conway notes, meant that paper bills were so suspect that people tried to pass them as 
quickly as they came into their hands.20 
 Yet just how similar and comforting were these bank notes that they could pass, 
unremarked upon, even when their validity was in doubt? As the old saying goes, 
familiarity seems to have bred contempt. And bank notes, like other consumer products 
launched by conservative managements, hewed closely to well-worn themes. A common 
trope, allegorical women and ships, appears on hundreds of notes from the early 19th 
century through the end of the Civil War. Usually featured as the central vignette on the 
bill, the arrangement of the scene rarely strays from a few, prescribed motifs (image 3-2, 
                                                 
18 Simmel, The Philosophy of Money, p. 543. 
19 Ibid, p. 543. 
20 Joe Conway, “Making Beautiful Money: Currency Connoisseurship in the Nineteenth-Century 
United States,” in Nineteenth-Century Contexts, Vol. 34, No. 5, December 2012, p. 448. Conway 
is quoting Simmel here, who cautions, “The more mobile money is, the less secure its value 
because everyone tries to get rid of it as quickly as possible.” 
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unknown engraving house, The Cassadega Bank, New York, 1851). The woman, dressed 
in Grecian robes—although sometimes these robes are exchanged for the fashionable 
clothing of the day—generally holds a sheaf of wheat or an anchor, or, more commonly, 
the Staff of Hermes, the Greek god of commerce and trade.21 In her flowing dress, the 
figure sits on top of boxes, or bales of hay, locating her somewhere near a dock. Often, 
the woman either points or looks behind her, to a seascape filled with sailing ships. The 
engravers tell a story, then, of a prosperous goddess, an agent of Hermes, safeguarding 
the shipment of American goods overseas. Occasionally, she is joined by other female 
figures holding other symbols of prosperity and bounty who all gesture towards the sea 
behind them (image 3-3, Danforth and Englewood Company New York, The 
Commercial Bank of Albany, undated proof, ca. 1850).  
The more technically proficient notes, usually featuring the name of a bank note 
house, feature careful modeling and an abundance of detail—far more than could ever be 
appreciated by the consumer. In an undated proof designed by American engraver Alfred 
Jones for the American Bank Note Company, the artist has begun the process of 
engraving the central figure, but the shipyard background is penciled in. Jones has given 
his woman a soft round face, kind eyes, small lips, and wavy, light colored hair (image 3-
4, Alfred Jones, Untitled Proof, engraving and pencil on paper, c. 1850-1870). Her tunic 
gracefully falls down one shoulder while she reclines on a darker colored shawl. She too, 
holds the Staff of Hermes, and oversees two symbols of American progress: one, a steam 
                                                 
21 Robin Hard, The Routledge Handbook of Greek Mythology, London and New York: Routledge, 
2004, p. 160. 
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ship, and the other the locomotive. The sweet expression in the woman’s face, the subtle 
folds of her garment, and the hustle and bustle behind her would be lost as the staff of 
plate engravers translated the proof to the scale of the note. Yet the theme was common 
and reassuring enough that the image, as Walter Benjamin suggests about other such 
mass produced images, became a work of art in and of itself “designed for 
reproducibility,” without lacking any sort of high art use.22 
 Another common theme, celebrating the fecundity of America, was the image of 
the farmer (image 3-5, Rawdon, Wright, Hatch and Edson Engraving Company, Lyons 
City Bank, 1859). Often seen harvesting wheat or plowing fields for planting, the farmer, 
dressed in dark slacks, white shirt, and wide brimmed, straw hat diligently labors to make 
himself, and in turn, his community, more prosperous. These men, perhaps the 
“representative men” of the American scene depicted by genre artists such as William 
Sidney Mount, allowed the viewer to both identify with and distinguish themselves from 
the idea of the yeoman farmer who formed the backbone of the Jeffersonian ideal of the 
nation.23 Benjamin himself stressed that, in the vignettes on banknotes, “capitalism 
display[s] itself in solemn earnest. The innocent cupids frolicking about numbers, the 
goddess holding tablets of the law, the stalwart heroes sheathing their swords before 
                                                 
22Walter Benjamin, “Art in the Age of Mechanical Reproduction,” in Vicki Goldberg, ed., 
Photography in Print: Writings from 1816 to the Present, New York: Simon and Schuster, 1988, 
p. 326-327. Benjamin argues that without a use as a work of high art, the reproducible image 
becomes merely a “political tool.” I suggest that both happen in the case of bank notes. Vignettes 
created by skilled artists were employed as an economic and political tool by financial 
institutions. 
23 “American Art,” in The New York Quarterly 1, June, 1852, in Sarah Burns and John Davis, 
American Art to 1900: A Documentary History, Berkeley: University of California Press, 2009, p. 
403-404. 
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monetary units, are a world of their own: ornamenting the façade of hell.”24 This 
celebration of unfettered capitalism might “ornament hell,” yet Benjamin was right to 
suggest these images were earnestly employed to convince Americans that the stories 
they created about themselves were positive. 
A cancelled note issued by the Lawrenceburg Bank of Tennessee reiterates the 
idea of industry three times over (image 3-6, Toppan, Carpenter, & Co., c. 1857). 
Reading the vignettes from left to right, a well-dressed man, with a rather ostentatious 
hat, overly large tie, white shirt, vest and pinstriped pants shows viewers his crop of corn, 
offering an ear to the onlooker. The center vignette, of farmers at lunch, owes much 
thematically to Mount and his Farmer’s Nooning painting of 1843.25 The farmer and his 
hand sit in front of a lunch basket, presumably delivered by the modestly dressed woman 
seated under the brush arbor. Two horses to the right of the party munch on grass, while a 
little dog plays in front of them. To the left, a similarly dressed man naps. At the far right, 
a smaller allegorical vignette rests in the number “5” while she holds a scythe and a sheaf 
of wheat. A plow completes the scene. Wholesome, inoffensive scenes like these 
reaffirmed the idea of progress and prosperity that increased confidence in the market and 
encouraged more spending.   
 Jones too, like so many of his cohort, also created these scenes of prosperity 
through the plow. Jones’s proof, now housed at the American Antiquarian Society, 
illustrates not only the progress of the country due to the cultivation of the land, but also 
                                                 
24 Walter Benjamin, “Tax Advice,” in One-Way Street, Michael W. Jennings, ed., Cambridge: 
Harvard University Press, 2016, p. 85. 
25 For a lengthy discussion of Farmer’s Nooning, please see chapter two of this dissertation. 
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suggests that those earlier farmers who cleared the land created the space for the 
technological revolution, namely the train, which followed (image 3-7, Alfred Jones, 
Bank Note Proof, engraving and pencil, c. 1850). Yet another farmer, plainly dressed in a 
white shirt, bandana, straw hat, and dark pants sits in the foreground while holding a 
sickle. Next to him, on his left side, is a small basket, most likely of food and a barrel, 
perhaps of whiskey or beer. Behind him in the midground, the real labor of the scene 
takes place, as similarly dressed men harvest grain and pile it onto an oxen-led cart. In the 
background, a railroad bridge carrying a locomotive separates the town from the working 
fields. Jones has taken care, as the Bank Note Detectors would suggest all true engravers 
would, to “display a beauty of form and expression” utilizing perspective and a fidelity to 
nature that would mirror the best in landscape art.26 Yet again, however, Jones depicts far 
more details in this small vignette than could be legible in a note. Town buildings in the 
background near the end of the train bridge are visible, but behind a haze; individual 
blades of grass and other plants, rendered with detail in the proof would be simplified 
later. The background, as seen in earlier examples would be sacrificed for the focal point 
of the vignette. The image the consumers would resonate with, the stoic farmer, was the 
only image that mattered. 
                                                 
26 George Peyton, How to Detect Counterfeit Bank Notes; Or, An Illustrated Treatise on the 
Detection of Counterfeit, Altered, and Spurious Bank Notes, With Original Bank Note Plates and 
Designs by Rawdon, Wright, Hatch & Edson, Bank Note Engravers of New-York, New York: 
Published for the Author, 1856 and E. P. Eastman, A Treatise on Counterfeit, Altered, and 
Spurious Bank Notes with Unerring Rules of the Detection of Frauds in the Same, Illustrated with 
Original Steel, Copper, and Wood Plate Engravings, Prepared Expressly for this Work, 3rd 
edition, Printed by M. Niedner, 1859, p. 14-16. 
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These images of plenty—scenes of rustic, handsome men planting and harvesting 
the food of the nation—provided reassuring imagery to those facing the up and downs of 
the banking system before the Civil War. The Panic in 1837 led to an economic 
depression that persisted into the next decade, and another, more devastating panic in 
1857 forced many banks and bank note companies to consolidate or fold.27 Yet similar 
imagery persisted, without a regional divide in subject matter. A cursory internet search 
reveals nearly twenty images of female figures and ships, and twenty-five images of 
agriculture, and there are thousands more that have not yet been digitized by archives 
throughout the nation (image 3-8, miscellaneous bank notes from Heritage Auctions). 
The repetition of allegorical women and ships, for example, reinforces the idea of 
progress, commerce, and innovation that was integral to the idea of American expansion. 
An excess of paper, bank notes were meant to distinguish themselves from inferior works 
but also operate as an unobtrusive and reassuring talisman for their imagined value. 
Scenes of farmers plowing fields and tending to crops not only reminded citizens of their 
lineage from planters and pioneers, but also represented the future of American 
prosperity (image 3-9, miscellaneous bank notes). Gentleman farmers—well dressed and 
uniformly white—shape the transformation of the American landscape through their hard 
labor and physical capital.  
While money is implicit in all of these scenes as the engine that drives the 
activity, any ideas of credit are obfuscated by the usefulness of money—a sense of 
                                                 
27 J. P. Conway, Dog Gone Money: the Passing of Strange Currencies and Strange People in 
American Democratic Culture, dissertation, Washington University, St. Louis, 2008, p. 131.  
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usefulness banknote companies hoped would transfer to the notes themselves. With over 
20,000 possible vignette combinations on hundreds of thousands of notes that ranged in 
quality from good to counterfeit, these bills were the “paper promises, which are so very 
hard to keep even a sample of!” described by Godey’s Lady’s Book.28 Easily acquired and 
more easily discarded, engravers poured their best efforts into the “small pieces art” that 
passed through the coffers of every type of business. These images reinforced the 
capitalism and general optimism of the “go-ahead” nation; a nation of speculators and 
dreamers who resisted the recommendations of the government to deal only in hard 
currency and relied on unreliable paper money to seek their fortunes.29 Supplying the 
bills to meet the demand, bank note companies, and more importantly their engravers, 
created the objects of so much fascination. 
The Sextant and the Pipe: 
 Although the repetition of scenes of allegorical women looking towards the sea or 
farmers plowing fertile fields threatened to blind the viewer by sheer familiarity, 
vignettes selected by each bank note company were intended to have a meaning that 
appealed to the eye and resonated in the mind. Images, as discussed in chapter four, 
engendered confidence in the paper in consumer’s hands and fostered reliance on the 
banks that issued these notes. Belief in the validity of notes was, of course, the primary 
goal for banks in the Free Banking era, yet there was no shortage of discussion around 
the aesthetic value that notes could provide the holder. The historian Daniel Walker 
                                                 
28 “Notices of the Fine Arts: Bank Note Engraving,” in Godey’s Lady’s Book, February, 1848. 
29 Daniel Walker Howe, What Hath God Wrought: The Transformation of America, 1815-1848, 
New York: Oxford University Press, 2009, p. 686. 
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Howe, noting that by the 1840s, literacy was more widespread in the United States than 
in any other nation, argues that Americans expected quite a bit from the material they 
consumed.30 Much like morally uplifting rhetoric surrounding the engravings issued by 
the American Art-Union, messages created for the public—in the view of both cultural 
critics and the readership at large—should, according to Howe, “make them better people 
. . . more earnest and hardworking, more highly skilled, [and] better informed citizens.”31 
Bank note vignettes, when they were commented upon publicly, were lauded, as noted 
previously, for their moral correctness and their appeal to national sentiment.  
 Bank note companies were inherently national concerns. Many of the larger 
houses had branch offices around the country—Rawdon, Wright, Hatch & Edson, for 
example, had offices in New York City, Boston, Philadelphia, Cincinnati, and New 
Orleans—giving the vignettes created by their engravers a national audience. Due to their 
wide reach, antebellum bank notes became the most common way people of all classes 
encountered images of artistic merit. Indeed, the necessity that notes were clearly 
understood, well designed, and of a national, rather than regional character meant that 
Americans were consuming images that reflected a unifying cultural sentiment even 
when politics threatened to pull the country apart. Although Walter Benjamin viewed the 
vignettes on these banknotes as naïve expressions of capitalist ideals, these images 
                                                 
30 Howe, What Hath God Wrought, p. 627. Howe notes that the reading public included not only 
the middle class, but also farmers, factory workers, and other trades. He also cites the mass 
production of eyeglasses and the adoption of whale oil lamps as aiding the rise of literacy in the 
country. 
31 Ibid. For more on moral improvement and the American Art-Union, please see chapter two of 
this dissertation. 
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resonated with the general public and appear over and over again throughout the 
country.32 Sociologist Karen Cerulo notes that this acceptance of images, or in the case of 
her research, flags and anthems, is the key for both the effective communication of a 
message, and as a “function to create bonds between citizens.”33 The adoption of certain 
symbols, she argues, draws communities together through a shared recognition of 
meaning.34 Similarly, the historian Conway also argues in his dissertation that through the 
ideology present in the bank note vignette, Americans began to form their own sense of 
identity, discrete from the rest of the world.35  
Not everyone was convinced that the vignettes were of any benefit to the less 
cultured public. Angela Miller quotes early American art historian Henry Tuckerman 
who argued: 
The caricatures in Punch [a popular nineteenth century satiric magazine], the rude 
“counterfeit presentment” of a popular statesman, the wooden filigree of an 
anomalous villa, the coarsely “illustrated” paper delineating an event or a 
personage about which the town is occupied, bank-bill vignettes, Ethiopian 
minstrels, and “the portrait of a gentleman,” form the staple art-language of the 
masses; and, in all this, there is little to kindle aspiration, to refine the judgment, 
or to hint the infinite possibilities of art.36 
                                                 
32 Benjamin, One-Way Street, p. 85. 
33 Karen A. Cerulo, Identity Designs: The Sights and Sounds of a Nation, New Brunswick: 
Rutgers University Press, 1995, p. 4; 16. Cerulo’s thesis, based upon the theories of Sociologist 
Emile Durkheim, also dovetails with Benedict Anderson’s theories of imagined communities. She 
argues that the adoption of national symbols, like the flag or the national anthem, transcend 
individual concerns and create a unique national character. 
34 Ibid., p. 16-17. 
35 Conway, Dog Gone Money, p. 6. While Conway and I have a similar argument, Conway does 
not discuss any particular vignettes in his dissertation, and, in fact, only reproduces one sheet of 
proof notes as an illustration. 
36 Henry Tuckerman, “Art in American: Its History, Condition, and Prospects,” in Cosmopolitan 
Art Journal, No. 3, December 1858, as quoted in Miller, Empire of the Eye, p. 210. Miller goes 
on to note, “In his damning vision of popular culture the demagogue poses as the statesmen, 
caricature is presented as character, white is presented as black, and paper money is presented as 
real.” 
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Despite Tuckerman’s concern about the quality of imagery reaching across the nation, 
bank note companies touted the skill of their engravers, the most respected of whom were 
well versed in the type of art Tuckerman would recommend, to create a community of 
consumers united through images. Uncertainty and a lack of official oversight, it appears, 
created a need for some sense of unity despite the local nature of bank notes. 
  Major bank note printing houses required vignettes with uplifting themes that 
could easily signal meaning in cities as varied as Boston, Cincinnati, and Memphis. 
While many studies of bank notes focus on regional differences, specifically the 
depiction of slavery on the notes of southern banks, few mention the repetition of 
imagery in all regions that occurred throughout the Free Banking Era. While regional 
divisions and sectarian politics increasingly fractured the concept of a United States in 
the 1850s, the cultural unification the founders of institutions like the American Art-
Union sought in the 1840s found new life and surprising resiliency on paper money. This 
continuation of cultural themes occurred in no small part due to the stable of artists who 
created these images. Despite their location in the East, these engravers created vignettes 
that banks throughout the nation used to invent unique combinations of visual 
information that resonated with users locally. Yet despite their local nature, the pool of 
imagery these banks drew from reinforced larger, national concerns. As art historian 
Peter John Brownlee notes in his book on genre painting in America, images of subjects 
like the Westerner or the Native American were already “softened by time” and “easily 
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freighted with expansionist impulses and nationalistic sentiment.”37 The images adopted 
for public consumption were tropes for the aspirations of the nation at large. Engravers 
brought to their work in the bank note industry a long history of creating images meant to 
appeal to a wide audience. These vignettes were not simply reflections of preference, but 
were designed to express the collective efforts of the nation. 
 The previous section in this chapter illustrated how popular vignettes during the 
antebellum period became a repetitive, if still highly composed, feature of American 
culture. Indeed, in the many notes examined for this project, the farmer, almost always 
well dressed and tending to bountiful crops, occurs so often as to be nearly ubiquitous. As 
Art historian Elizabeth Johns notes in her book, American Genre Painting, the images 
that gave these vignettes their instant readability—the farmer, the Western man, even the 
allegorical women—served to “explain, celebrate, and excuse American differences from 
Europe.”38 Among the bank notes created by Alfred Jones, for example, historical scenes 
featuring founding fathers such as Benjamin Franklin and George Washington appear, as 
do general landscapes, heads of prominent Americans, and scenes of factories and trains 
in addition to the common farmers and allegorical figures produced by various 
                                                 
37 Peter John Brownlee, American Encounters: Genre Painting and Everyday Life, Chicago: 
Terra Foundation for American Art, 2012, p. 22-23. Brownlee focuses on two artists heavily 
indebted to the Dutch and English purveyors of genre painting, William Sidney Mount and 
Francis Edmonds. Not coincidentally, both men participated in the American Art-Union, and both 
had works engraved by Alfred Jones: Farmer’s Nooning by Mount, and both The New Scholar 
and Sparking by Edmonds. Sarah Burns, in her work Pastoral Inventions: Rural Life in 
Nineteenth-Century American Art and Culture, Philadelphia: Temple University Press, 1989, also 
argues that these images were reassuring and perhaps sparked a nostalgia for an early time. 
38 Elizabeth Johns, American Genre Painting: The Politics of Everyday Life, New Haven: Yale 
University Press, 1991, p. 12. Although Johns speaks specifically about painting in her book, the 
Genre scenes created by engravers through the Civil War certainly responded to the same 
political and cultural forces at work throughout the antebellum period. 
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engravers.39 While these tropes are well discussed by art historians, two subjects pass 
unmentioned in Johns’s discussion of Genre scenes, yet appear so consistently across the 
nation that they require closer examination.  
In this section, I discuss two tropes that appear frequently and yet represent 
complicated and multilayered meanings for the American public as national expansion 
and estrangement became the most heated topics of the day: the image of the merchant 
sailor and the image of the Native American. Unlike images of the productive farmer or 
the railroad rumbling through a sleepy town, these images proved to be popular at a 
precarious moment for both groups. Native people, had, of course suffered from clashes 
with settlers from the very moment the first Europeans began exploring the eastern coast 
of North America, but after the removal of tribal groups in the Southeast became official 
government policy under Andrew Jackson in 1830, the status of Indigenous Americans 
was precarious at best.40 Thousands died due to the brutal conditions of forced removal, 
and Native communities farther west faced military supported emigrants moving in huge 
numbers to what would eventually become the Plains states.41  
                                                 
39 This is a brief survey of the Alfred Jones collection at the New York Public Library. In addition 
to the scenes created for the American market, the collection also contains note vignettes created 
for international audiences and features images of Queen Victoria and Latin American statesmen. 
40 For information on the earliest interactions between Europeans and Native peoples in North 
Americans, see Daniel K. Richter’s Facing East From Indian Country: A Native History of Early 
America, Cambridge: Harvard University Press, 2001 and Colin G. Calloway, One Vast Winter 
Count: The Native American West Before Lewis and Clark, Lincoln: University of Nebraska 
Press, 2003. Discussion on Jackson’s “Indian Removal” policy in Howe, What Hath God 
Wrought, chapter 10, “Battles over Sovereignty,” and chapter 11, “Jacksonian Democracy and the 
Rule of Law.” 
41 William H. Truettner, “Ideology and Image: Justifying Westward Expansion,” in West as 
America, Washington D.C.: The Smithsonian Institution, 1991, p. 29. Truettner notes that 
between 1841 and 1865 nearly 350,000 people moved into western territories previously 
occupied by Native American groups. 
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In a different way, mariners also faced an existential threat to their way of life in 
the years before the Civil War. Historian Margaret Creighton notes that despite the surge 
in American whaling and the opening of China to trade in the mid-1800s, outside 
events—such as the financial panic of 1857 and discovery of crude oil in Pennsylvania in 
1859—signaled the downward turn in the fortunes of American merchant sailors.42 W. 
Clark Russell, a British adventure novelist writing at the end of the nineteenth century, 
lamented that by his time in the early 1890s, “The American sailor is a dead man, and the 
American merchant service to all intents and purposes a dead industry.”43 Despite the 
brief efflorescence of the sea novel in the United States during the 1840s from authors as 
varied as Richard Dana’s personal account, Two Years Before the Mast, adventure sagas 
by Herman Melville and James Fenimore Cooper, and the strange eeriness of Edgar Allan 
Poe’s only completed long form work, The Narrative of Arthur Gordon Pym of 
Nantucket, the interest in commercial sailing men shifted to naval seamen by the time of 
the Civil War. For a brief moment, however, images of sailors, like those of Native 
Americans, were easily recognizable symbols of American life and were understood as 
markers of a shared and triumphant past and a prosperous future.   
                                                 
42 Margaret Scott Creighton, The Private Life of Jack Tar: Sailors at Sea in the Nineteenth 
Century, dissertation, Boston University, 1985, p. 30-42. Literary historian Hester Blum also 
quotes historian Thomas Philbrick in her book, The View From the Masthead: Maritime 
Imagination and Antebellum Sea Narratives, Chapel Hill: The University of North Carolina 
Press, 2008, p. 2, footnote 6, who also argues that the 1850s are the last decade of the sail ship 
before the completion of the transcontinental railroad and the wide adoption of the steamship. 
43 W. Clark Russell, “A Claim for American Literature,” in North American Review, as quoted in 
Blum, A View from the Masthead, p. 193-194. In her afterword, Blum argues that Russell, writing 
about Richard Dana and Herman Melville, both at the nadir of their popularity at the end of the 
century, had “rescue[d] from the recesses of obscurity through literary attention to the particulars 
of maritime life.” 
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 In the lower right corner of a $100 bill issued by The Union Bank of Augusta, 
Georgia in 1854 and created by Rawdon, Wright, Hatch & Edson bank note engravers, 
two figures rest next to each other, separated by an oval frame and a perceived gap in 
time period (image 3-10). On the far right with his back to the edge of the note sits a 
Native American man. Dressed in a cloak trimmed with white, diamond patterned accents 
to mimic beadwork, the bald man wears a black and white headband with a few dark 
feathers on either side of his head, one long earring, a sliver armbands, moccasins, and 
holds a pipe with a decorative pipebowl. To the left of the Native man and separated from 
him by a cartouche holding the seal of the state of Georgia, sits a sailor, casually leaning 
against the frame. Although separated physically, the sailor appears to regard the Native 
man, looking directly toward him. Dressed in light-colored pants, a rumpled white shirt, 
dark neckerchief, jacket, and black hat, the bearded and slightly shaggy-haired man grips 
the top of the frame with his left hand. In his right hand, he holds a sextant up and behind 
him, rising up out of the water, are several ships, including one unfurling its sails and 
flying an American flag.  
In this small section of the bill, isolated from the other vignettes, is a densely 
layered visual object requiring decoding. The frame—springing up from the Native 
man’s foot and arcing back to stop at a point directly in front of his forehead—seemingly 
encloses the man inside an Arcadian paradise. A small rotunda, supported by caryatids, 
seems to float on the sea. A small step or perhaps pier in front of the rotunda features an 
unidentifiable figure with what appears to be one arm held aloft. Within this circle, the 
hulls of the ships disappear, further suggesting a time in the distant past before European 
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contact and conquest. Similarly, the rest of the sailor’s body disappears behind the frame. 
Although the sailor regards the Native man with interest, the other man is physically 
unable to meet his gaze in this space. This small oval frame separates the American past 
from its nineteenth century present. An Arcadia filled with few people and limitless 
potential has been absorbed by an image of American labor and the frontiers of American 
influence—the sailor. 
The Pipe: 
While the image of the sailor suggests the boundaries of American commercial 
interests in the world, Native peoples represented conflicted feelings closer to home. The 
idea of who these Indigenous Americans were and what their lives were like fueled the 
white imagination to provoke both sympathy and terror wherever these communities 
clashed. Stories of white women taken captive by Native communities became common 
as soon as the first printing presses were set up in the New England colonies and would 
continue through the Indian Wars of the last half of the nineteenth century.44 At the same 
time, artists such as Charles Bird King, George Catlin, and Alfred Jacob Miller focused 
their efforts on capturing what they felt was a “vanishing race” by undertaking an almost 
ethnographic approach to recording their appearance, clothing, and accessories, in the 
case of King and Catlin, or, record their rituals in a more fanciful, narrative way as in the 
                                                 
44 For more on stories of captivity, see Richard VanDerBeets, ed, Held Captive by Indians: 
Selected Narratives, 1642-1836, Knoxville: University of Tennessee Press, 1973 or Kathryn 
Zabelle Derounian-Stodola, ed, Women’s Indian Captivity Narratives, New York: Penguin Press, 
1998. Historian Richard Slotkin’s work, Regeneration through Violence: The Mythology of the 
American Frontier, 1600-1860, 2nd edition, Norman: University of Oklahoma Press, 2000, is also 
critical to understanding the Euro-American conception of the Native person, their traditions, and 
their own cosmology as a vehicle to define themselves. Conflicts and tragedies mesh together to 
create an American myth of overcoming adversity in a new land. 
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work of Miller. In Catlin’s notes, he contrasted the two prevailing opinions on the “Indian 
Question,” stating:  
“some writers, I have been grieved to see, have written down the character of the 
North American Indian, as dark, relentless, cruel and murderous in the last 
degree; with scarce a quality to stamp their existence of a higher order than that of 
the brutes:--whilst others have given them a high rank, as I feel myself authorized 
to do, as honourable and highly-intellectual beings; and other, both friends and 
foes to the red men, have spoken of them as an ‘anomaly in nature!’”45 
 
Despite these artists’ efforts, and the influence they would have on the depiction, if not 
the opinion, of Native Americans in popular culture, public policy consistently focused 
on western emigration and the Native peoples presumed to be in the way. Horace 
Greeley, influential newspaper editor for the New York Tribune, noted “[One] needs but 
little familiarity with the actual, palpable aborigines to convince anyone that the poetic 
Indian—the Indian of Cooper and Longfellow—is only visible to the poetic eye.”46  
As with many issues in the United States, the problem was not only cultural, but 
also financial. The effort to remove the so-called “Five Civilized Tribes” to Indian 
Territory (present day Oklahoma)—the Choctaw, Cherokee, Creek, Seminole, and 
Chickasaw nations that made South Carolina, Georgia, Florida, Alabama, and Mississippi 
their homes—freed up an estimated 100 million acres of land that could theoretically earn 
$6,000 a year for a large cotton plantation and, because the government had confiscated 
                                                 
45 George Catlin, Letters and Notes on the Manners, Customs, and Condition of the North 
American Indians, vols. 1-2, London: G. Catlin, 1841 as reprinted in Sarah Burns and John Davis, 
eds., American Art to 1900: A Documentary History, Berkeley: University of California Press, 
2009, p. 441. 
46 As quoted in Juan González and Joseph Torres, News for All the People: The Epic Story of 
Race and the American Media, London: Verso Books, 2011, p. 57-58. González and Torres note 
that despite Greeley’s support of social issues in New York and abolitionist sentiment, he 
“evinced the same deep-seated racial biases that permeated virtually all white-owned newspapers 
of that era.” 
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the land for resale, caused the national coffers to swell.47 A general feeling that the 
Native peoples were consigned to the past pervaded all discourse around the Native 
population, yet conveniently left out the actual needs and wants of the multitude of 
nations in the path of Manifest Destiny. As art historian William Truettner notes in his 
chapter, “Ideology and Image: Justifying Westward Expansion,” from the exhibition 
catalog, The West as America, guides enticing Americans westward were filled with 
statements that justified settlement through cultivation of the land and new 
technologies.48  He singles out one guide from 1857 that poetically argued, “The steam-
cars, that fly across the land swifter than the light-footed Chippewa, the arrow from his 
bow, or the deer that he hunted, are. . .proofs enough that we are justified in boasting of 
what we have accomplished.”49  
This sense of destiny and providence, Truettner argues, explains the dichotomy of 
the depiction of Native peoples, especially before the Civil War. Painted almost 
exclusively by Eastern artists, many of whom were based in New York, the Native 
American became either a shorthand for the America before white improvement—
trapped in a lush, but wild past, and left “to a romantic doom”—or warlike attackers.50 In 
an 1855 issue of Yankee Notions, the satirical magazine “respectfully” dedicates a 
                                                 
47 Anthropologist Anthony Wallace as quoted by González and Torres, in News for All the 
People. $6,000 in 1835 dollars would be worth roughly $227,000 in 2015 dollars per 
http://www.historicalstatistics.org/Currencyconverter.html.  
48 William H. Truettner, “Ideology and Image: Justifying Westward Expansion,” in West As 
America, exhibition catalog, Washington D.C.: Smithsonian Institution, 1991, p. 27. 
49 Truettner, “Ideology and Image: Justifying Westward Expansion,” p. 27. 
50 Ibid., p. 43-44. Truettner notes Thomas Cole’s Scene from “The Last of the Mohicans,” and 
Asher B. Durand’s Indian Vespers, as examples of art portraying the romantic, but doomed, 
Native person, while works like those by George Catlin and even the more romanticized paintings 
by Alfred Jacob Miller focus on a more daily view of Native life. 
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bloodthirsty image of “ye Noble Savage,” to their supporters (Image 3-11, “Lo, the poor 
Indian,” in Yankee Notions; or Whittlings of Jonathan’s Jack-Knife, Vol. 3, No. 4, April, 
1855, p. 70). In the foreground, a wild eyed, grinning Native man wields a sword above 
his head, intending to scalp his victim, a long-haired boy forced over the downward 
facing body of a man with an axe in his neck. The wildness of the Native man is 
expressed not only in his face, but also in his feathered headdress, that seems to spring 
organically from his scalp and the tattered and torn skirt he wears. Another Indigenous 
man, seen only in a sketchy profile in the background of the scene, holds a war club made 
of bone, as if to reinforce his uncivilized nature. The whole scene reminds readers that, 
despite what supporters like Catlin and others might say, Native people are vicious and 
delight in the murder of settlers. Although these images appeared in the east, where the 
expulsion of Indigenous peoples was nearly complete, scenes of Native peoples and 
romantic stories of their lives also appeared in locations where racial tensions were more 
fraught: the southeast and the west. 
A splendid note from 1857, created by Danforth, Wright & Company, based in 
New York City, The Western Exchange Fire & Marine Insurance Company from Omaha, 
Nebraska features two Native-themed vignettes on its face (image 3-12). In the lower 
right corner, a scantily dressed woman embraces her naked, dark-haired, child. Seated 
under a tree, the viewer sees her body in profile, while her head is slightly turned to face 
the holder of the bill. The scene takes place near a small stream, and two trees on either 
side frame the woman and child. The woman’s shiny dark hair hangs long and loose 
down her back, just grazing the edge of her toga-like garment. The left side of her torso is 
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bare, exposing one breast to the viewer and her skirt is pulled high, revealing her bare 
feet, legs, and knees. The more prominent shading on her and the child’s body, in 
addition to the revealing clothing mark her as an “other,” or Native woman. Strikingly, 
the woman stares out at the viewer as she moves to lift the child. This glance outward 
appears anxious, as if she is fearful of the future for her young child. Her sad countenance 
is reflected in her subtle side-eye and slightly downturned mouth, and she uses her left 
arm and leg to form a physical barrier between the child and viewer. Her gown and the 
placid surroundings of the scene suggest that this mother and child exist in an Eden, yet 
her expression indicates that this peaceful period will be short-lived. 
The central vignette, in contrast to the sweet scene of a mother and child, plunges 
the viewer into the strife at the heart of westward expansion: the conflict between Native 
people and the ever-encroaching technology of the United States. In the foreground, five 
Native people gather on a rocky outcropping, their attention focused on the locomotive 
chugging its way towards the setting sun in the west through the middle ground. 
Although the train only disturbs a wild horse as it moves through the prairies, the 
Indigenous men and woman up on the bluff are agitated at the sight of this example of 
modernity. On the right, riding a white horse, a man dressed in fringed buckskin charges 
up the hill towards the rest of the Native party. As he glances over his shoulder at the 
train behind him, the viewer can see his hat with two feathers attached to the crown.  
The other two men position themselves near the rock outcropping, bodies tilted 
towards the train. The man nearest to the viewer is dressed in fringed buckskin pants and 
has both a shield, decorated with feathers, and a quiver strapped to his back. His muscular 
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left arm is raised, perhaps to aim the bow in his hand. His headdress, spiked with 
feathers, creates a Mohawk-like effect as it grazes his back. The other man, separated 
from the archer by the rock, also wears buckskin leggings and a one-shouldered buckskin 
tunic cinched with a belt and carries a quiver on his back. His body is squared up towards 
the train, and in his hands he holds a spear decorated with feathers. Only a small bit of his 
face peeks out from behind long, flowing black hair that is adorned with a feathered 
roach. To the very left of the scene is yet another Indigenous mother and child. Once 
again the child is nude, while this time the woman is completely clothed, but her dark 
hair remains loose. The mother is seated, and her right arm surrounds the child, who tries 
to look towards the passing locomotive.  
This kind of scene reiterates the themes former Smithsonian Numismatic Curator 
Richard Doty describes in his catalog, Pictures From a Distant Country: Seeing America 
Through Old Paper Money.51 In his chapter devoted to Native imagery, Doty casts these 
figures as “the people in the way,” bewildered actors watching progress unspool before 
them. In Doty’s reading of this note, the men, rather than moving into a defensive 
position, are merely “in disorganized pursuit of that which they cannot understand.”52 
Doty portrays this Native vignette narrative as one that is focused on the march of time, 
                                                 
51 Richard Doty, Pictures From a Distant Country: Seeing America Through Old Paper Money, 
Atlanta: Whitman Publishing, 2013. For this section, I am particularly drawing from his second 
chapter, “The People in the Way.” Although Doty does an excellent job of linking the broader 
historical narrative to the images he reproduces, Doty does not examine why these images 
resonate in vastly different regions of the country. He does acknowledge that these images are 
important in building a national identity, however the role engravers and bank note companies 
had in crafting these vignettes is overlooked. 
52 Doty, Pictures From a Distant Country, p. 17. Doty also notes that the theme of many of these 
notes is “the Native American is confronted by something that is literally beyond his power to 
comprehend. 
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contrasting the past with the present. That reading corresponds with images such as the 
central vignette on the five dollar note from the Bank of Florence, in Nebraska, which 
features several Native men with light colored tunics, robes, and feather roaches on their 
heads on the right, positioned as a counter to a white farmer, dressed in slacks, white 
shirt, and vest, and hunter, dressed in a suit presumably made of buckskin and holding a 
rifle (image 3-13, Toppan, Carpenter, & Co., Five Dollar Note, Bank of Florence, 
Nebraska, c. 1857). Behind the Indigenous men, two other Native men on horseback 
patrol a grassy expanse, while behind the farmer and hunter, an additional farmer tills a 
field as a locomotive rumbles through the scene. Separating the two groups is an oval 
frame—similar to the one discussed at the beginning of the section—that reveals a plow 
and a steamboat. The frame acts, perhaps, as a mirror of the present state of American 
progress. The image implies the coming of technology that separated the “uncivilized” 
past from the productive present.  
Additional images used throughout the West convey similar meanings. Produced 
by the Danforth, Wright, and Company for the Southern Bank of Tennessee for their 
three dollar note (image 3-14a, Danforth, Wright, & Co, Philadelphia and New York, 
Three Dollar Note, The Southern Bank of Tennessee, Memphis, 1853) features a Native 
family situated on a precipice above a bustling harbor city. Trapped between a rocky 
outcropping and a fragile tree clinging to the edge of the mountain, the Indigenous man, 
dressed in a fringed apron and dark pants and a cloak trimmed with white beads and 
wearing a feathered headdress, holds arrows in his hand while he points to the wilderness 
behind him. His wife, wearing only a skirt, holds their child with her left arm and glances 
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back towards the man while pointing towards the city below. This scene is repeated—
although it replaces factories for the harbor city—in the note for the Oshkosh 
Commercial Bank (image 3-14b, Danforth, Wright, & Co, Philadelphia and New York, 
Three Dollar Note, Oshkosh Commercial Bank of Wisconsin, 1856). The Bank of 
Nebraska features a similar scene, this time featuring two men and one woman clinging 
to the edge of a rocky precipice while gesturing towards the modern city below them 
(image 3-14c, Bald, Cousland, and Co, Philadelphia and New York, Two Dollar Note, 
Bank of Nebraska, c. 1855). While this trope, and the image of the “Indian Maiden” he 
also describes, fits the narrative on many of these notes, Doty leaves a larger question 
unanswered: why did Americans, scattered across the country and encountering (or not) 
Native Americans in various states of war or assimilation, respond to images of the 
“Noble Savage”? 
Although Doty argues that images of Native men railing against the new 
technology in their midst was meant to be read by citizens as the past giving way to the 
future, the idea that Indigenous people might take up arms to protect their way of life was 
high on the list of Western emigrants’ concerns.53 Newspapers during the 1840s and 
1850s were filled with headlines such as “AN INDIAN ATTACK,” “Attack on a Steam-
Boat By Indians,” “An Emigrant Train Attacked by Hostile Indians on the Prairie,” and 
                                                 
53 Doty, Pictures From a Distant Country, p. 21. Doty suggests these vignettes were meant to 
place Native people “outside time and place,” therefore neutering their danger. 
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“Indians on our Western Border.”54 With these reminders of the hazards of Western 
expansion, images that neatly isolated the Native person to a chapter in history became a 
signifier of the economic gains made by Americans as Manifest Destiny spread. 
Elizabeth Johns, despite avoiding specific Native American imagery, notes that images of 
the Western man in genre painting “constructed the saga of the ‘winning’ of the West as a 
triumph not of white man over the wilderness, but of white man over the Indian—of 
noble masculinity over savage animality.”55 This reoccurring threat, far removed from the 
engraver’s burin in New York City, needed to be safely contained as a reminder of 
progress won rather than looming violence ahead. As with official political policy in the 
United States, Indigenous men and women who resisted settler encroachment were 
“belligerents. . .doomed to extinction.”56 These bills depicted Native communities being 
replaced by American technology and productiveness. For emigrants bringing Eastern 
societal norms westward, then, the impotency of Native resistance through images 
                                                 
54 This small sample of headlines comes from: “AN INDIAN ATTACK,” in Ballou’s Pictorial 
Drawing-Room Companion, vol. 12, no. 18, May 2, 1857, p. 277; “Attack on a Steam-Boat by 
Indians,” in Saturday Evening Post, vol. 19, No. 989, July 18, 1840, p. 3; “An Emigrant Train 
Attacked By Hostile Indians on the Prairie,” in Ballou’s Pictorial Drawing-Room Companion, 
August 15, 1857, p. 104-105, two page illustration; and “The Indians on Our Western Borders,” 
in New York Daily Times, October 14, 1851, p. 4. It should be noted that this conflict between 
Native nations and the United States existed nearly from the founding of the nation. Thomas 
Jefferson, as quoted in Steven Conn’s History’s Shadow: Native Americans and Historical 
Consciousness in the Nineteenth Century, Chicago: University of Chicago Press, 2008, remarked 
in personal correspondence, “the principles on which our Conduct towards the Indians should be 
founded, are justice and fear. After the injuries we have done them they cannot love us, which 
leaves us no alternative but that of fear to keep them from attacking us, but justice is what we 
should never lose sight of,” p. 3.  
55 Johns, American Genre Painting, p. 99. In this section, Johns specifically looks at artwork by 
Alfred Jacob Miller and Charles Deas. 
56 Truettner, “Ideology and Image,” p. 44-45. Truettner demonstrates this not only as an 
ideological struggle, but a racist one as well, noting “those would could not accept Anglo-Saxon 
standards of progress were doomed to extinction.”  
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viewed every day by consumers reassured the user of the march of “progress” and 
reminded them of the triumphant, if misapplied, bromide, “westward the course of 
empire takes its way.”57  
While the appeal of these images of Native peoples, grappling with a progress 
they might not understand, seems more understandable for banks west of the Mississippi, 
where new cities and towns were springing up almost every night and encounters with 
Indigenous men and women were more common, their usage in New England seems 
more puzzling. In his famous address, “Eulogy on King Philip,” given in Boston in 1836, 
Rev. William Apess (although published under the name “Apes”) scolded his audience 
for forgetting the way their ancestors had claimed lands in New England “through 
civilized legislation” that avoided “fields covered with blood” and the crying of “ten 
thousand Indian children and orphans.”58  
                                                 
57 It would certainly be wrong to characterize every interaction between Native peoples and 
settlers as fraught with peril, or as two completely opposing forces coming to blows. As Mark 
Rifkin notes in Manifesting American: The Imperial Construction of U.S. National Space, 
Oxford: Oxford University Press, 2009, on page 18, recent historians such as Richard White, 
whose study Rifkin cites, sees these collisions of culture not as two dominate worldviews coming 
into conflict, but as “a middle ground” where a “complex circulation of persons, ideas, and 
practices between Euroamerican and Native publics in such a way that these populations can be 
said to participate in a shared experience of encounter and exchange that transforms all those 
involved.” Yet conflicts did occur, especially as westward expansion ramped up during the 
nineteenth century. Patricia Hills discusses the internalized nationalism in the idea of “progress” 
in her chapter, “Picturing Progress in the Era of Westward Expansion,” included in Truettner’s 
The West as America catalog, pages 100-102. In particular, she argues that the concept of 
“progress” instead meant “conquest and nation building,” removing, ignoring, or exploiting those 
not considered real “Americans.”  
58 Rev. William Apes, Eulogy on King Philip, as Pronounced at the Odeon in Federal Street, 
Boston, self-published, 1836, p. 6. Jean O’Brien’s chapter, “Vanishing Indians in Nineteenth-
Century New England: Local Historians’ Erasure of Still-Present Indian Peoples,” in Sergei A. 
Kan and Pauline Turner Strong, eds., New Perspectives on Native North American: Cultures, 
Histories, Representations, Lincoln: University of Nebraska Press, 2006, also begins with Rev. 
Apess, and suggests that he was influenced, or perhaps lifted passages from Washington Irving to 
remind Bostonians of the Native roots of New England. 
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If Apess’s sermon was meant to remind Bostonians of the Native world in tatters 
around them, readers might assume that the remains of Native New England were 
successfully consigned to the past.  Yet as historian Jean O’Brien notes in her study of 
community histories written in Massachusetts during the antebellum period, amateur 
historians consistently mentioned the Native presence in their midst. Indigenous people 
were consigned to a constructed, safe past, while audiences in New England also created 
histories that “include[d] Indians because Indians were central to the uniqueness and 
Americanness of their local colonial experience, and because the ‘glorious triumph’ of 
colonialism was the central narrative in nineteenth-century New England.”59 This may 
explain why a similar scene of Native families trapped between the wilderness and 
modernization appear on notes like that from The Winstead Bank from Connecticut 
(image 3-15a, Danforth and Huffy, New York and Philadelphia, “Five Dollar Note,” The 
Winstead Bank, c. 1850) and also reproduced on a note by the same company, Danforth 
and Huffy, for the Hamilton Exchange Bank of New York in 1850 (image 3-15b, 
Danforth and Huffy, New York and Philadelphia, “Five Dollar Note,” Hamilton 
Exchange Bank, 1850).  
The 1861 edition of George Peyton’s counterfeit detector manual lists several 
common vignette themes that his readers should become familiar with to discern legal 
tender from fraudulent money. Number twelve on his list is “the Indian viewing the 
evidences of civilization,” and he describes their appearance, noting, “The dots and lines 
which denote the texture of the skin are placed close to each other, thereby giving it a 
                                                 
59 O’Brien, “Vanishing’ Indians in Nineteenth-Century New England,” p. 415. 
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darker and coarser appearance.”60 With this short description, Peyton relegated the Native 
presence on the national economic stage to a few “dots and lines.” Despite the similarity 
in imagery across these communities and the frequency with which they occur throughout 
the 1850s, the representation of the Native American was deeply coded depending upon 
regional concerns. In the west, images of Indigenous people marginalized—literally, as 
many of these bills depict Native men and women on the edge of the scene—by 
American “progress” offered a reassuring message to newly arrived emigrants fearful of 
violent encounters. The message on the bills from Nebraska, Tennessee, and Wisconsin 
reminded viewers that their actions as settlers improving the land meant that any Native 
opposition was doomed to fail. In the east, these same images reinforce the idea that the 
earliest colonizers were complete in their job, and the land had passed from the Arcadian 
wonderland into the modern world. This transformation, according to O’Brien, justified 
the celebration by New Englanders of their political and social encounters with Native 
people and the eventual supremacy of their worldview in the United States.61  
The Sextant: 
If Native American communities were symbols of the triumph of American 
“civilization,” then the image of the sailor could very well represent American’s 
superiority in trade. From the beginning of the nation, seafaring men had played an 
                                                 
60 George Peyton, How to Detect Counterfeit Bank Notes; or An Illustrated Treatise on the 
Detection of Counterfeit, Altered, and Spurious Bank Notes, New York: Self-published, 3rd 
edtion, 1861. For more on Counterfeit detectors, please see chapter 3 of this dissertation.  
61 O’Brien, “Vanishing’ Indians in Nineteenth-Century New England,” p. 428-429. Here, O’Brien 
remarks of the repetition of the trope of “Indian Extinction,” noting that to perpetuate the myth 
that New England was no longer home to a Native population, meant that New Englanders could 
see their ownership of the land and view of culture as complete. 
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outsized role in fomenting rebellion and spreading news of British actions and colonial 
reactions from port to port.62 Merchant sailors contributed to the wealth of the nation as 
well. In addition to New England’s vital whaling industry, commercial ships transporting 
lumber, cotton, and other finished and raw materials made their way up and down the 
American coast, across the Atlantic, and, by 1849, into Asia, employing, in 1850 for 
example, nearly 75,000 workers.63 Despite some historians’ treatment of sailors as, to cite 
the oft quoted passage from historian David Alexander, “simply working men who got 
wet,” the literature of the time suggests that mariners played an ambiguous role in the 
building of national identity.64  
Although the labor of mariners in far away ports contributed to the sense of 
boundless prosperity Americans enjoyed during the economic booms before the Civil 
War, their status as complete citizens was less clear. While historian Jennifer Schell notes 
that whalers became, at least to places like Bourne, Massachusetts, “the type of nation-
builder so finely embodied in the simple-hearted heroes of the sea,” historian Schulyer 
Chapman argues that the very livelihood of the sailor—the sea—kept him at a remove 
from national concerns.65 This belief, Chapman argues, was shared by founding fathers 
                                                 
62 Schuyler J. Chapman, The Complete Citizen: The Mariner as Citizen in Antebellum U.S. 
Literary Culture, dissertation, University of Pittsburgh, 2014, p. 6. Chapman also notes that 
because sailors had experience rebelling over food, pay, and working conditions, they were in an 
excellent position to teach colonists how to revolt. 
63 Creighton, The Private Life of Jack Tar, p. 30. 
64 This exact quote is featured in several articles on sailors in North America, notably in Simon P. 
Newman’s “Reading the Bodies of Early American Seafarers,” in The William and Mary 
Quarterly, vol. 55, no. 1, January 1998, footnote 2 and is nearly the first sentence in Eric W. 
Sager’s, Seafaring Labour: The Merchant Marine of Atlantic Canada, 1820-1914, Kingston: 
McGill-Queen’s University Press, 1989, p. 3.  
65 Quite a bit of research has been recently been published on the role of the sailor as citizen 
through their participation in life on land as well as through their reading and writing habits. 
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Thomas Jefferson and James Madison, with Madison arguing, “His mind, like his body, 
is imprisoned within the bark that transports him.”66 Newspapers and editorials often 
publicly fretted about the port lives of sailors, with one such article arguing “the dangers 
of the sea—to morals, we mean—are surely great,” and citing lack of home ties, reading 
material, and unscrupulous captains as the primary threats while still suggesting sea life 
as a good way for a “smart and sober American” to rise through the ranks and make 
something of himself.67 Indeed, satirical newspaper Yankee Notions skewered the sailor 
in their December 1855 issue, drawing a generic “Jack” as a drunken lout (Image 3-15, 
“Jack at His Post,” in Yankee Notions; or Whittlings of Jonathan’s Jack-Knife, Vol. 4, 
No. 12, December, 1855, p. 370). The mariner “at his post,” is so inebriated he can barely 
stand, and clings to a lamppost for support. His bleary, baggy eyes and gaping mouth try 
to focus on a bottle of liquor, but this “Jack Tar” is so intoxicated that he holds the bottle 
upside down. The alcohol pours out onto the street. Sailors, reminded Yankee Notion 
editors, were not models for good behavior. With these conflicting ideas of their lives 
                                                 
Chapman dissertation, for example, is in response to the work of Jennifer Schell, Paul Gilje, and 
Hester Blum, among others. Schell, A Bold and Hardy Race of Men: The Lives and Literature of 
American Whalemen, Amherst: University of Massachusetts Press, 2013, p. 5 and Chapman, The 
Complete Citizen, p. 12-16. 
66 Chapman, The Complete Citizen, p. 16. He quotes from James Madison’s “Republic 
Distribution of Citizens” from 1792 in this passage. The full quote also suggests that the sailor is 
perhaps not the most welcome citizen of the new nation, arguing “He sees nothing but the same 
vague objects, the same monotonous occurrences in ports and docks; and at home in his vessel, 
what new ideas can shoot from the unvaried use of the ropes and the rudder, or from the society 
of comrades as ignorant as himself.” 
67 “American Sailors,” in The Independent…Devoted to the Consideration of Politics, Social and 
Economic Tendencies, etc, 20 July, 1854, p. 232. Christian groups also worried about the moral 
state of American sailors, and one such organization, The American Seaman’s Friend Society, 
published The Sailor’s Magazine and Naval Journal from 1837-1864. Typical stories included 
dramas of the high seas and religious parables. Notices of local Bible meetings were also 
published. 
167 
available for public comment, seafaring men played a complex role in the nation’s sense 
of self. Yet the imagery of the sailor appears on bank notes across the country, becoming 
one of the representative men of the antebellum era.  
While it is not at all surprising that communities that made their living directly 
from the ocean feature the sailor on their paper money, the image of the seaman wends its 
way from the more obvious ports of call in the New England states or Louisiana into 
areas connected by river ways in landlocked states. Images of riverboatmen piloting their 
crafts along river banks being available for use in vignettes, as seen, for example, on a six 
dollar note created by Danforth, Wright, & Co, did exist, yet this symbol of 
intracontinental exchange was rarely reproduced on bank notes (image 3-16, Danforth, 
Wright, & Co, Six Dollars, The Bank of Clarendon, Fayetteville, North Carolina, 1853). 
Bank note companies across the nation preferred the image of the seafaring man.68 An 
1857 note from a bank based in Racine, Wisconsin includes, among several other 
vignettes, the image of a sailor in the lower right corner of the bill (image 3-17, Toppan, 
Carpenter, and Co., One Dollar Note, The Commercial Bank of Racine, Racine, WI, 
1857). Standing at an unidentified harbor in front of at least five ships with sails unfurled 
in the background, this sailor leans back on a wooden barrel and rests his left arm on a 
capstan. Although he looks left towards the interior of the bank note, his body faces the 
viewer, and his right arm holds a sextant to ensure the viewer recognizes his profession. 
                                                 
68 As luck would have it for my arguments regarding imagery throughout this dissertation, this 
note also features the Alfred Jones vignette, Bounty, as explored in chapter 4. To suit regional 
tastes, however, the bank note engraver has added beaded decoration to her dress, a shawl, 
headdress, and has her hold a bow, while the seated woman once again gestures towards the fruits 
of modern agricultural labor.  
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In addition, his flat hat, short, dark jacket, and wide pants identify him as a mariner, 
especially in contrast to the blacksmith and the farmer in the central vignette. Although 
Racine is located along the banks of Lake Michigan, the Commerce Bank implies a 
broader scope of commercial enterprises both close to Wisconsin and far away that 
contribute to its stability and prosperity. The other vignette in the upper left corner, 
features small mariner and tradesman situated in front of a factory, along with a woman 
and child milking cows. The farmer, the blacksmith, and the sailor all indicate the variety 
and value of labor that supported the antebellum economy. 
Two other notes that have seemingly out-of-place maritime imagery come from 
opposite ends of the nation. An early note from Omaha, Nebraska Territory features an 
elaborate vignette that occupies the upper left of the bill. Created by Wellstood, Hay, and 
Whitting of New York in 1837, this scene, set on a dock and under threatening clouds, 
features stevedores loading a ship with goods as a sailor, dressed in standard attire and 
seated on a barrel, uses a telescope to look out towards the various types of sail and 
steamships on rough seas—not the relatively calm Missouri River that borders Omaha to 
the east (image 3-18, Wellstood, Hay, and Whitting, Five Dollar Note, The City of 
Omaha, Nebraska Territory, 1837).69 The level of detail in this note is remarkable when 
compared with other notes under discussion here. In addition to the myriad of boats at 
sea, the flurry of action behind the central figure creates not just a representation of work, 
                                                 
69 This note also includes the image of a Native man at bottom center, wearing a cloth robe and 
feather bonnet and an incredibly detailed image of a dead stag at on the right. These images may 
refer to the more local character of Nebraska, home of several Siouan nations and, at this time, 
still a frontier territory where hunting supplemented farming and ranching for food and trade. 
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but also a narrative for the viewer to follow. As cargo is offloaded from a horse-drawn 
wagon in the far left of the scene, three men on board the docked ship watch the events of 
the day unfold. The engraver even added small details, such as the notice nailed to the 
post behind the central sailor to give his vignette a sense of everyday life.  
More inexplicable is a bank note issued from the landlocked city of Rome, 
Georgia, located northwest of Atlanta. This one-dollar note, created by Bald, Cousland, 
& Co., for The Bank of the Empire State features a common central vignette—a 
representation of Columbia with a Phrygian cap—but in the lower left hand corner, 
seated in front of a bay full of ships, is the mariner (image 3-19, c. 1850) Identifiable by 
his clothing, including the flat hat and neckerchief, the sextant and another tool propped 
next to him. Selecting the image of the sailor as a representative of regional identity, 
despite mariners’ reputations as “recalcitrant” and “unfit for the body politic”, as 
historians Schell and Chapman have argued, may have been a way for regional banks to 
tie their economic state to the nation at large. Indeed, this seems to be what an 1855 note 
from Selma, Alabama implies. This five dollar bill tellingly features the economic engine 
of the South in the lower right corner: the cotton plant (image 3-20, Toppan, Carpenter, 
Casilear & Co., New York, Five Dollar Note, The Southern Bank of Alabama, Selma, 
1855).70 The two other vignettes on the note suggest, then, the methods of distribution for 
cotton. The central train image perhaps indicates the transportation of cotton to northern 
                                                 
70 Peter Kolchin, American Slavery: 1619-1877, New York: Hill and Wang, 2003, p. 95. Kolchin 
informs readers of the impact of the cotton crop, not only to the Southern, but also the American 
economy, noting that more than 4 million bales of cotton were grown before the Civil War, with 
¾ of that exported to markets overseas.  
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factories, while the image of the sailor on the left proposes something much more 
layered. This vignette, designed by Alfred Jones, alludes to the international commerce of 
the typically-dressed standing sailor in the center of the scene, but rather than just holding 
an indicator of his trade, the man holds the American flag which flutters behind him.71 
Positioned between an anchor and cargo, the man towers over a seated dark-haired 
woman, protecting a horn of plenty filled with fruits and vegetables. In this vignette, the 
sailor is not merely the carrier of unidentifiable goods, but the carrier of American 
products and a representative of American interests. As literary historian Hester Blum 
argues, “the ‘commodities’ that circulate with the help of sailor labor…have a decided 
value for ‘landsmen’.”72  Although bank note vignettes were tailored to speak to a local 
audience, neighborhood commercial interests often overlapped with national concerns in 
the new paper economy of the nineteenth century. 
 In antebellum America, sailors and Native peoples were often seen as outside the 
story of American progress, both literally, as sailors spent most of their time at sea, and 
figuratively, as Indigenous communities faced removal and societal upheaval. Despite 
their status as a “profane, immoral Jack Tar[s]” in need of rehabilitation by Christian 
groups, sailing men also represented the economic reach of the United States, even if the 
mariners themselves felt or were perceived as disconnected from the country that 
                                                 
71 The proof for this particular vignette can be found in the Alfred Jones collection of the New 
York Public Library. 
72 Blum, A View From the Masthead, p. 86. Blum would include works of literature produced by 
sailors as a commodity produced by sailing men as well. 
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benefited from their work.73 Native tropes reassured viewers that progress was at hand, 
and any resistance from distant tribes were merely the last gasps of a disappearing world. 
Although East Coast based engravers designed the vignettes that employed these easy to 
understand tropes, these images were selected by vastly different regions of the country 
to represent their communities and their ambitions. While the perception of the Native 
question or opinion of the men who worked the mast were widely different in Wisconsin 
or in Massachusetts, these images resonated with cash holders, who sought to ensure the 
paper in their hands could be exchanged for goods.  
Conclusion—“An Instrument for Refining Public Taste”:74 
 Among the dozens of vignettes created by Alfred Jones that are stored at the New 
York Public Library, over forty scenes depict the labor and prosperity—either allegorical 
or in action—of the average American. With his engravings, he created scenes of happy 
farmers tilling plentiful fields, prosperous cities blessed by representations of commerce, 
and brave sailors upholding American ideals across the ocean. Although well-traveled, 
from his office in New York City, Jones and his colleagues created images that could be 
selected and arranged to fit a diversity of American experiences while still using the same 
vignette. This cross-regional visual lexicon meant the figure of mercury, the happy 
farmer, the wistful Indigenous family, or the proud sailor—despite local contexts—could 
be read similarly by any visitor from any part of the nation. Far from being crude 
                                                 
73 Ibid, p. 26-27. For discussion on the sense of national identity of American sailors, see Schell 
and Chapman. 
74 From the Illustrated Magazine of Art, vol. 3, 1854, as quoted in Roberts, Transporting Visions, 
p. 119.  
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shinplasters lamented by moralists and cultural critics such as Henry Tuckerman, these 
notes reflected the value of labor and the sense of American prosperity that citizens 
yearned for in uncertain times. These discussion and worries over money, as historian 
Michael O’Malley argues, were also arguments over the seemingly new openness of 
society and the values that made for good citizens.75 Images emphasizing the favor of 
Providence over the nation helped to alleviate these concerns and reinforce a self-
affirming superficial nationality. 
 The vignette work of Asher B. Durand was much lauded in the contemporary 
press, with the Illustrated Magazine of Art stating the artist had set the bar for artistic 
expression in bank note work so high, that it “now blends with utility, and that to a 
degree that makes paper currency an instrument for refining the public taste.”76  These 
types of notes were the most widely produced works of art in circulation before the Civil 
War, with more people encountering these manufactured images than works such as 
Emanuel Leutze’s Washington Crossing the Delaware painted in 1851 and celebrated by 
art associations such as the American Art-Union. Historian Joe Conway argues for the 
impact of the images, stating 
“A burgeoning ideology of nationhood found expression in the representation of 
peculiar symbols or historical events germane to how a collective understood 
itself as one discrete community…And so one begins to see not only the 
ideological system of American nationalism taking root, but also a snapshot of 
those laborers, laboring animals, and laboring machines that made up a society of 
                                                 
75 Michael O’Malley, Face Value: The Entwined Histories of Money and Race in America, 
Chicago: The University of Chicago Press, 2012, p. 2. O’Malley is particularly interested in 
examining money’s role in the social hierarchy of Anglo Americans, immigrants, and African 
Americans during the nineteenth century. 
76 From the Illustrated Magazine of Art, vol. 3, 1854, as quoted in Roberts, Transporting Visions, 
p. 119. 
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white American men at work, as well as the things they thought about and 
struggled against in their everyday lives.”77 
 
The glut and familiarity with banks notes created an imaginary, yet powerful, sense of 
confidence in the user that boosted their belief in and participation in American 
expansion through their role in the consumer economy. Even examples of outsiders on 
notes, like that of the Native American, or the dubious citizen-sailor, told a comforting 
story of the nation and its prosperity and unlimited potential that viewers, despite their 
regional concerns, could buy into and internalize. The Whig project of creating a sense of 
nationhood through art that began in 1839 with the Apollo Association, did not end with 
the liquidation auction in 1852, but instead took root in a more ephemeral form. The 
themes of images with national appeal and representative men and women that would 
inform and educate citizens continued in the work of bank note engravers such Alfred 
Jones, James Smillie, Felix O.C. Darley, and their comrades in the burin. The images 
they created for the nation at a time of upheaval became a permanent part of the 
American story, and their vision of the country would resurface as the country made yet 
another transition in the late nineteenth century. 
 
   
 
 
 
 
                                                 
77 Conway, Dog Gone Money, p. 6 and 9. As I have tried to do in this chapter, Conway relates the 
activities of the new era of American capitalism to the images on banknotes, although he does not 
dig deeply into specific imagery. 
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Chapter 4: The Engraver as Guarantor1 
 Historians writing about the rampant use of counterfeit bank notes in the 1840s 
and 1850s often begin their investigations with the steamboat Fidèle, a microcosm of 
Antebellum America drifting down the Mississippi River from St. Louis to New Orleans 
one fateful April’s Fools Day sometime in the mid-1850s. Herman Melville’s episodic, 
dark satire of American religious faith (or lack thereof), The Confidence-Man: His 
Masquerade, ends with a fascinating scene involving an elderly man and the character 
known only as the “Cosmopolitan”—the last, and perhaps most sinister incarnation of the 
titular swindler—and one of the more peculiar types of publications to surface in the 
United States: the counterfeit detector, a magazine that claimed to list the names, 
denominations, and brief descriptions of the legal money in circulation (image 4-1). 
Melville’s old man participates in a short-lived ritual that is almost completely foreign to 
us today. He compares the bank notes in his pocket against the descriptions of legitimate 
tender to discover if the notes he carries are genuine or counterfeit. “The Detector says, 
among fifty other things,” the old man relates to the Cosmopolitan, “if the bill is good, it 
must have in one corner, mixed in with the vignette, the figure of a goose, very small 
indeed, all but microscopic; and, for added precaution, the figure of Napoleon outlined by 
the tree, not observable, even if magnified, unless the attention is directed to it.”2 When 
                                                 
1 Portions of this chapter were presented at the 2017 SECAC Conference as “Learning to Trust 
Your Eyes.” 
2 Herman Melville, The Confidence-Man: His Masquerade, Elizabeth S. Foster, ed, New York: 
Hendricks House, 1954. Originally published in 1857. The incident I describe here takes place in 
the last full chapter of the novel, from pages 280 through 283. Most literary historians, such as 
Elizabeth Foster, Helen Trimpi, and Bruce Franklin interpret the novel as an examination of the 
various strains of Christianity as well as Melville's skepticism of the true nature of American 
morality. 
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the elderly man professes he cannot make out the goose, the Cosmopolitan waves away 
the old man’s concerns, pointing out a “perfect, beautiful goose,” and proclaims, “What a 
peck of trouble that Detector makes for you now; believe me, the bill is good; don’t be so 
distrustful,” noting the “want of confidence” bred by this genre of magazine.3 Although 
Melville is more concerned with the state of the American soul rather than the American 
wallet, this exchange, so late in the novel, reveals the distrust and general unease the 
average citizen had for money in the two decades before the Civil War.  
In the antebellum United States, simple, everyday transactions were filled with 
anxiety and skepticism. A swiftly expanding nation, new consumer goods, and the lack of 
a central bank system created a flurry of dubious paper money that clogged tills and 
frustrated authorities. Historian Joe Conway notes that for many people, getting rid of 
notes as quickly as possible before they were scrutinized too closely was the rule of the 
day, adding “the era’s money supply seem[ed] optimally designed to encourage distrust 
among its users,” causing a break down in what German philosopher Georg Simmel 
explains is the key to modern economic systems: confidence.4 Complicating matters, 
New York City, the site of America’s rapidly developing financial sector after the 
suspension of the Second US Bank in 1837, saw the number of money-issuing 
institutions increase from roughly 24 to 55 shortly before the Civil War.5 Not only did 
                                                 
3 Melville, The Confidence-Man, p. 282. 
4 Joe Conway, “Making Beautiful Money: Currency Connoisseurship in the Nineteenth-Century 
United States,” in Nineteenth-Century Contexts, Vol. 34, No. 5, December 2012, p. 448. Conway 
also cites the Melville chapter described in my opening section.; and Georg Simmel, The 
Philosophy of Money, David Frisby, ed., London: Routledge Classics, 2004, p. 191. 
5 Steven H. Jaffe and Jessica Lautin, The Capital of Capital, New York: Columbia University 
Press, 2014, p. 54. 
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these new banks spring up, seemingly overnight, but they also issued an overwhelming 
variety of banknotes. According to Harper’s New Monthly Magazine, bankers could 
choose from nearly 20,000 types of images, from vignettes to portraits, customized to 
each institution and unlike any issued by their competitors.6 To help the wary consumer, 
a new industry appeared, promising to guide the user through the tangled web of paper, 
imagery, and words to give them economic security in an uncertain world. While the 
previous chapters stressed how organizations such as art unions and bank note companies 
utilized imagery to impart a sense of value and a shared vision of the nation to their 
potential users, this chapter investigates how consumers faced a real dilemma: 
counterfeiting. These counterfeit detecting publications, I believe, when used in tandem 
with close examinations of the vignette art on bank notes, show that despite the 
confusion, confidence—and a subtle form of art appreciation—could be learned.  
“Bank Note Detectors,” strange and ephemeral publications that were often out of 
date by the time they were published, declared they could offer “a safeguard against all 
spurious, altered or counterfeit notes” and allow the reader the confidence to conduct 
business in the city.7 The various detectors themselves offered their user guides against 
three types of fraud: the counterfeit note, defined in the era as a "facsimile of the 
genuine," the spurious note that had no relation to any genuine bill, and the altered note, 
in which only certain parts, for example the amount of the bill or the name of the bank, 
                                                 
6 Harper’s New Monthly Magazine, “Making Money III.—The American Bank Note Company,” 
Vol. 24, No. 141, Feb. 1862, p. 314.  
7 Advertisement for Hodge’s New Bank Note Plate Delineator, in The New York 
Herald, Tuesday, August 12, 1856, p. 5.  
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had been pasted over for a larger amount of money or for the name of a reputable bank.8 
Confidence, and the obsession with having it, seems to be one of the key issues in this 
era. Author Daniel Handler remarks about the Melville novel, “the confidence in 
‘confidence-man’ is not the confidence one puts in him, but the confidence one receives 
from him,” while David W. Mauer, one of the first historians to write about con men and 
crooks, reminds his reader, "you can't cheat an honest man," suggesting a fine line 
between operating confidently in the market and looking to find an advantage wherever it 
might be had.9 Counterfeit detectors, then, were meant to fulfill the first need for their 
customers.  
Counterfeit Detectors, sometimes also called “Bank Note Reporters” or “Bank 
Note Detectors,” were small, relatively inexpensive magazines available for purchase by 
“brokers,” sometimes working with, or against a particular bank.10 The publications 
worked thusly: a merchant, presented with an unfamiliar note, would consult the Reporter 
and compare his bill with a list of (allegedly good) bills issued. The list was arranged by 
                                                 
8 George Peyton, How to Detect Counterfeit Bank Notes: Or, An Illustrated Treatise on the 
Detection of Counterfeit, Altered, and Spurious Bank Notes, With Original Bank Note Plates and 
Designs, by Rawdon, Wright, Hatch & Edson, Bank Note Engravers of New-York. The Whole 
Forming an Unerring Guide, by Which Every Person Can, On Examination, Detect Spurious 
Bank Notes of Every Description, No Matter How Well Executed They May Appear, New York: 
Published for the Author, 1856, p. 9. 
9 Daniel Handler, “Preface,” in Herman Melville, The Confidence-Man: His Masquerade, H. 
Bruce Franklin, ed., Champaign: Dalkey Archive Press, 2007, p. x. Daniel Handler, better known 
as Lemony Snicket, initially envisioned his “Series of Unfortunate Events” young adult novels as 
a more comedic take on Melville’s Confidence-Man, and David W. Mauer, The Big Con: The 
Story of the Confidence Man, 3rd ed., New York: Anchor Books, 1999, p. 2. 
10 William H. Dillistin, “Bank Note Reporters and Counterfeit Detectors, 1826-1866: With a 
Discourse on Wildcat Banks and Wildcat Bank Notes,” in Numismatic Notes and Monographs, 
No. 114, 1949, p. 53. Dillistin’s treatment of counterfeit detectors remains the most thorough 
study of the publishing history and usage of these guides. 
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state, then, listed in alphabetical order, each bank in that state. For example, a supplement 
to the popular Thompson’s Bank Note and Commercial Reporter from 1859 lists, under 
the state of Massachusetts, approximately 173 unique banks that were, according to the 
detector, in good standing.11 The Bank of Brighton, according to Thompson’s, described 
their one dollar note as, “view of Brighton houses, cattle, &c—1, bull’s head, ONE-1, 1, 
ONE DOLLAR—INCORPORATED &c.”12 A merchant, when presented with a one-
dollar note from the Bank of Brighton, would refer to his detector, make sure the 
description matched the bill in his hand, and then finish his transaction with his customer. 
Of course, even the validity of these reporters came into question. Numismatic historian 
William H. Dillistin notes that The New York Herald and the New York Tribune were 
accused of promoting the work of specific counterfeit detector publishers over others in 
an effort to inflate, or “puff” up the reputations of certain banks or discredit lists 
published by “bears” or those more pessimistic about the market.13 
The phenomenon of the bank note reporters and counterfeit detectors appear on 
the market as early as 1830—although Dillistin notes one as early as 1805—but he and 
historian George Macesich argue that it was not until the mid-1830s, during Andrew 
Jacksons’s Bank War and the resulting economic depression that these publications 
                                                 
11 Bank Note Descriptive List, Supplementary to Thompson’s Bank Note and Commercial 
Reporter, Containing Accurate Descriptions of all the Genuine Bank Notes, Issued by Bank in the 
United States and Canada, New York: Platt Adams, 1859, p. 13-23. 
12 Ibid., p. 13. This simple verbal description reinforced the old man’s claim in The Confidence 
Man, that these detectors are ultimately unhelpful. 
13 Dillistin, “Bank Note Reporters and Counterfeit Detectors,” p. 48-49. This was yet another 
skirmish between Herald editor James Gordon Bennett and his rivals. 
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became more popular.14 A search at the American Antiquarian Society reveals twenty-
three different titles falling under this category, ranging in date from the 1830s through 
the 1860s, and published in the major cities such has New York, Cincinnati, Philadelphia, 
and Boston. Reporters were sold by the issue, or via subscription; one publication from 
Chicago priced their subscriptions in 1853 at $4.00 semi-weekly, $2.00 weekly, and 
$1.00 per year.15 The prices that publishers could expect spurred a boom in the number of 
detectors on the market, and advertising became more outlandish. Dillistin cites the editor 
of Van Court’s Counterfeit Detector and Bank Note List, who informed readers: 
There is quite a competition at the present time in the business of publishing 
COUNTERFEIT DETECTORS. New works of the kind are constantly springing 
up, with a great flourish of trumpets, puffing, advertising, “newspapering,” etc. 
And, what is very amusing, the publishers of every new enterprise of the kind, 
endeavor to make the public believed that their work is in all respects vastly 
superior to all other Detectors ever before published—more reliable, more 
correct, has greater facilities, more sources of information, etc. etc., until, we 
should suppose, the public had learned by this time, just about the value of all 
such “windy” publications.16 
 
The need to “puff,” then, was not limited to the banks, but to the reporters as well. After 
the Civil War, and the imposition of more government control over the production of 
                                                 
14 Dillistin, “Bank Note Reporters and Counterfeit Detectors,” p. 42, and George Macesich, 
“Counterfeit Detectors and Pre-1860 Monetary Statistics,” in The Journal of Southern History, 
Vol. 27, No. 2., May, 1961. Both note that the ephemeral quality of these publications—like 
newspapers, once the new issue was out for circulation, the older issue was thrown away—means 
that tracking the exact publication history is difficult.  
15 Ibid., p. 42. Subscribers could also purchase a semi-monthly subscription for $1.50.  
16 Van Court’s Counterfeit Detector and Bank Note List, July, 1858, quoted in Dillistin, emphasis 
in original p. 54. The editor then goes on to say his bank note reporter really is superior.  
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bank notes, the era of the counterfeit reporter had passed.17 Yet their contribution to the 
confusion over paper money during the antebellum era encouraged close examination of 
the bills in one’s hand. 
While some of these publications simply offered lists of good notes, with their 
issuing institutions and a brief description of their color or imagery in a layout resembling 
modern classified ads, two of the more ambitious guides went further in their efforts to 
educate the public. George Peyton’s How to Detect Counterfeit Bank Notes from 1856 
and E. P. Eastman’s A Treatise on Counterfeit, Altered, and Spurious Notes, from 1859, 
took the position that a list was insufficient to guard against fraud; instead, consumers 
needed to become art critics in order to find that “perfect, beautiful goose” or that image 
of Napoleon.18 Further, I will focus on counterfeit bills—those aping the appearance of a 
genuine bill, and which all of the detectors promised to offer a way to unerringly and 
confidently decipher—and the preoccupation with swindlers and conmen in the 
Antebellum era. In this chapter, I will argue that learning to read art, prior to the Civil 
War, was not merely a skill for the cultural elite, but also a skill to be cultivated for daily 
                                                 
17 Dillistin, “Bank Note Reporters and Counterfeit Detectors,” p. 46, notes that they “did not 
become divested of their contemptible function until the national bank system was founded,” 
while Macesich, “Counterfeit Detectors and Pre-1860 Monetary Statistics,” p. 230 argues that an 
1866 tax levy of ten per cent on state bank notes “virtually abolished such notes,” rendering the 
counterfeit detector obsolete. 
18 George Peyton, How to Detect Counterfeit Bank Notes; Or, An Illustrated Treatise on the 
Detection of Counterfeit, Altered, and Spurious Bank Notes, With Original Bank Note Plates and 
Designs by Rawdon, Wright, Hatch & Edson, Bank Note Engravers of New-York, New York: 
Published for the Author, 1856 and E. P. Eastman, A Treatise on Counterfeit, Altered, and 
Spurious Bank Notes with Unerring Rules of the Detection of Frauds in the Same, Illustrated with 
Original Steel, Copper, and Wood Plate Engravings, Prepared Expressly for this Work, 3rd 
edition, Printed by M. Niedner, 1859. I have also consulted an 1865 version credited to E. Wilbur 
and E. P. Eastman.  
181 
survival. By highlighting form, proportion, balance, and complexity—elements that 
sprang only from the burin of talented engravers working at the top of their craft—these 
magazines urged their readers to become connoisseurs of art and stressed that, with  
proper instruction, seeing could, in fact, be believing.    
Anxieties about the trustworthiness of paper money may have reached its zenith 
in the 1850s, but the seeds of skepticism stretched back much further in American 
history. As mentioned in Chapter One, controversy over the role of banks in the 
expansion of the nation began when the First Bank of the United States opened in 
Philadelphia in 1791, but came to a breaking point during the tenure of President Andrew 
Jackson.19 Jackson, fighting what he perceived to be an alternate base of power at the 
Second Bank of the United States, run by Nicolas Biddle, made elimination of the 
institution a priority toward the end of his first term in 1832. Allying himself with 
Westerners who resented the lack of credit issued to them, as well as banking interests in 
New York City who felt sidelined by their Philadelphia rivals, Jackson proposed to break 
up the banks and wean the country off paper currency and back to silver and gold.20 
When Biddle retaliated by further constricting the flow of credit and recalling loans, he 
sparked a financial panic that ultimately played into Jackson's hands. With his reelection 
secured, Jackson set to work dismantling the national bank, creating “Pet Banks” headed 
by Jackson sympathizers throughout the nation meant to decentralize the financial sector 
                                                 
19  J. P. Conway, Dog Gone Money: The Passing of Strange Currencies and Strange People in 
American Democratic Culture, dissertation, Washington University, St. Louis, 2008, p. 118-119. 
20 Daniel Walker Howe, What Hath God Wrought: The Transformation of America, 1815-
1848, New York: Oxford University Press, 2009, p. 382. 
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and reestablish hard currency as the exchange medium of the nation.21 Jackson’s vision 
for banking in the United States was short lived. Martin Van Buren, elected due to his 
connections in New York and his position as Jackson’s Vice President, ended the Pet 
Bank experiment after many blamed it and Jackson’s Specie Circular for the financial 
Panic of 1837 and the recession that followed.22 Historian Daniel Walker Howe notes, 
"The great bank war turned out to be a conflict both sides lost. The government ended up 
without the services of a central bank, with an uncontrolled and fluctuating paper 
currency, and powerless to mitigate the swings of the business cycle."23 The 
democratization of the banks that Jackson so strenuously fought for resulted in the 
proliferation of the very thing he distrusted the most: paper money. The era of the 
wildcat, blue pup, and yellow dog banks—nicknames for speculative, unregulated, and 
risky financial institutions—had begun.   
While the public’s opinion of the trustworthiness of their money was in a state of 
flux, unscrupulous individuals also sought to take advantage of American’s gullibility for 
both fun and profit. As early as 1800, Charles Willson Peale decorated his Philadelphia 
museum with art, scientific specimens, and exhibits such as the “Invisible Lady,”—a 
woman’s disembodied voice that confounded and delighted visitors—that seemed more 
                                                 
21 Howe, What Hath God Wrought, p. 393. Howe explains that Jackson used the mistrust farmers 
and pioneers had for the banks that held the notes to their property as well as the resentment of 
bankers in New York City towards the grip Philadelphia had on the national bank to leverage his 
power against the Second Bank of the United States.  
22 Jaffe and Lauten, Capital of Capital, p. 52-53.  
23 Howe, What Hath God Wrought, p. 394. 
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fitting for a carnival sideshow than a museum.24 Peale also took advantage of a renewed 
interest in tromp l’oeil painting, inviting visitors, as art historian Wendy Bellion 
describes, to “undeceive” themselves—uncovering the deceit and presenting “spectators 
with opportunities to demonstrate their perceptual mettle.”25 This willingness of the 
public to suspend disbelief—or to prove their own cleverness—remained popular 
throughout the antebellum era. Phineas T. Barnum, who created fantastical shows in New 
York City until the end of the Civil War, pushed the idea of trusting one’s own eyes 
further with his first big “humbug”—his term for a sensational, probably fake, exhibition 
at what became his American Museum.26 Hearing a rumor about an elderly formerly 
enslaved woman named Joice Heth who claimed to be the former nanny of George 
Washington, and therefore over 160s years old, Barnum brought the woman to New York 
City, selling tickets and, as historians Burrows and Wallace point out, also publically 
suggesting the whole event was a “humbug.”27 By drumming up public interest in Heth’s 
story and attacking it at the same time, Burrows and Wallace argue, Barnum piqued the 
interest of the public and made visitors the ultimate arbiter of the truth.28 Public 
                                                 
24 Wendy Bellion, Citizen Spectator: Art, Illusion, and Visual Perception in Early National 
America, Chapel Hill: University of North Carolina Press, 2011. Chapter Five specifically deals 
with the “Invisible Lady” and she suggests the concept appeared at shows all across the Eastern 
Seaboard in the first 10 years of the nineteenth century. 
25 Ibid., p. 339. Bellion uses the interest in optical illusions of all sorts during the Early Republic 
period as a metaphor for the political struggle over the role of the public in national affairs. In her 
introduction on page 16, she argues, “If the perception of objects through “obscurity” was a tool 
of political judgment, then misperception could readily be construed as the cause of political 
malfeasance.” 
26 P. T. Barnum, The Life of P. T. Barnum, New York: Redfield, 1855, p. iv. Barnum himself calls 
the bulk of his work a “humbug,” but notes that his efforts were meant to “produc[e] harmless 
laughter” and “convey a good practical lesson.” 
27 Burrows and Wallace, Gotham, p. 643. 
28 Ibid, p. 643. 
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entertainment, at least in New York and Philadelphia, but repeated in the newspapers, 
reinforced the idea that discernment and attention to detail were a necessary component 
of modern life. By “undeceiving” themselves, Americans learned lessons they could 
apply to other realms of their lives.  
Historian and literature scholar Conway perhaps comes the closest to examining 
the relationship between counterfeit detectors, nervous Americans, and the debates 
around the aesthetics of bank notes. In his dissertation from 2008, Dog Gone Money, as 
well as his 2012 article, “Making Beautiful Money,” Conway argues that consumers 
utilized a variety of means, including visual and tactile engagements with banknotes to 
determine the quality of the bills in their hands.29 In his 2012 article in particular, he 
identifies the “currency aesthetes”—engravers, manufacturers, and financial theorists 
who argued that the only safeguard against counterfeit paper money was the complexity 
of the art, ink, and paper that created the whole note, while their opposition argued that 
only mechanical regularity could insure stable tender.30 He also includes interpretations 
of the Melville novel—his dissertation compares the old man’s reading of the bank note 
vignette to the way readers of the novel should carefully pore over the episodes of the 
novel to discover their revealed wisdom, while in his article, he reflects on the materiality 
of the note itself, arguing “Melville makes clear that descriptions are incapable of 
                                                 
29 Conway, Dog Gone Money, and Joe Conway, “Making Beautiful Money: Currency 
Connoisseurship in the Nineteenth Century United States,” in Nineteenth-Century Contexts, Vol. 
34, No. 5, 30 November 2012. Conway is one of very few historians exploring the boom in bank 
notes in the 1840s and 1850s from a phenomenological perspective. His dissertation and article 
demonstrate quite convincingly that the existence of unregulated paper money and the anxiety 
around it found its way into both high and low culture. 
30 Conway, “Making Beautiful Money,” p. 436-440. 
185 
establishing authenticity because the note itself is a physical object subject to material 
change over time.”31 This change could wreak havoc, not only on the physical condition 
of the paper, but also on the images printed on it, leaving antebellum holders even more 
desperate to determine the value of their bills. This did not, however, stop 
entrepreneuring publishers from offering their services to a public desperate for 
information. Although Conway notes that the “currency aesthetes” preferred certain 
subjects—historical scenes or allegorical female figures being especially prized for their 
complexity—as suitable for vignettes and difficult for counterfeiters, he does not, in his 
explanation of the detectors, actually examine any bank notes to determine if there is a 
noticeable difference from the genuine to the fake, or weigh in on the quality of the 
advice offered by these detectors.32 Conway argues these counterfeit detectors were 
ekphrastic devices aimed at giving consumers the upper hand in a world full of potential 
swindlers, yet he glosses over art, reproducing neither genuine or counterfeit notes in his 
treatment of the bank note as an aesthetic object, nor does he compare these notes with 
the rules prescribed by these more art-focused counterfeit detectors. As I will 
demonstrate, a close look at bank note vignettes in tandem with their descriptors adds 
more complexity to the confusion Americans faced in the decades before the Civil War.  
Artificial Society, Artificial Morals: 
Daniel Huntington’s work, The Counterfeit Note, (image 4-2, 1858, oil on canvas, 
30 1/8” x 25 1/8”, private collection) painted while the artist was on a tour of Europe, 
                                                 
31 Conway, Dog Gone Money, p. 303 and “Making Beautiful Money,” p. 436. 
32 Conway, “Making Beautiful Money,” p. 437. 
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depicts a ritual that would have been familiar to his patrons at home in the States. The 
work proved to be relatively popular; it was reproduced as an engraving a year later. The 
events in this genre scene take place inside a dry goods store, where a young, fashionably 
dressed woman examines the quality of a bolt of fabric that has been pulled for her from 
the racks of material behind the counter. While she visually and tactilely examines the 
fabric, the older man behind the counter visually and tactilely examines the banknote in 
his hand. As he peers at the note, a woman, possibly his wife, whispers in his ear and 
points to a man in green behind her. He leans on a post inside the store, a walking stick to 
his lips and a mischievous look in his eyes. Although the central figure—the well-dressed 
young lady—seems perfectly respectable, the engraving, as historian Stephen Mihm 
suggests, hints at her role in this drama. While Huntington added a small dog to the 
scene, just at the young woman’s knee, the unknown engraver chose to replace the dog 
with a lady’s glove, a breach of etiquette that perhaps implies her less than genteel nature 
(image 4-3, The Doubtful Note, in The London Illustrated Times, 23 July 1859, p. 57).33 
The man in the background, too, lingers suspiciously in the store even though his 
purchase is wrapped in a bundle and tucked under his arm. Mihm argues that this scene 
represents a classic con, where one person, “the Shover,” often utilized a female 
accomplice to pass bad notes in stores, receiving authentic money in exchange and 
                                                 
33 Stephen Mihm, A Nation of Counterfeiters: Capitalists, Con Men, and the Making of the 
United States, Cambridge: Harvard University Press, 2007, p. 229. When this book was 
published, the painting was thought to be lost. In 2016, the owners of the work put it up for 
auction, and it was sold to a private collector. 
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moving to the next mark to con again.34 The role of the dog, traditionally a sign of loyalty 
in works of art, might also serve to betray the fashionable woman as something less than 
her appearance suggests. The dog’s ears are tilted back and the tail is down, perhaps 
indicating the dog is suspicious of the woman in his owner’s store. Although the 
storeowner devotes his time to examining the note in his hand, the genteel appearance of 
both the young woman and the man in green suggests he might be easily deceived by 
affectation rather than reality.  
Huntington’s painting suggests the veneer of personal respectability was one way 
to burnish confidence in counterfeit notes, however the ubiquitousness of banknote 
detectors suggests that these outward signs were no longer enough to ensure above-board 
business. The man in green, followed by the fashionable young lady, might, as John 
Shroeder, suggests in his reading of Melville's novel, serve as a way of easing the path of 
the con game. Shroeder writes, "The cosmopolitan first induces distrust in the old man 
and then quiets it. The ground, it appears, must be plowed before it can be planted."35  
Laying the ground work for the con, then, left the victim of the counterfeiter's wiles 
feeling, if not embarrassed, then also partially responsible for falling into their trap. 
Clergyman Henry Ward Beecher reminded his young parishioners in his publication, 
Lectures to Young Men, from 1846 that "he who will receive a conveyance of property, 
                                                 
34 Mihm, A Nation of Counterfeiters, specifically p. 210, but his whole chapter, “Passing and 
Detecting,” looks at the process of passing bad notes and separating the good from the bad. 
Similarly to other historians investigating bank notes, Mihm does not devote any time to looking 
at the vignettes closely. 
35 John W. Shroeder, "Sources and Symbols for Melville's Confidence-Man," in Hershel Parker 
and Mark Niemeyer, eds., Herman Melville, The Confidence-Man: His Masquerade, second 
edtion, New York: W. W. Norton, 2006, p. 488. 
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knowing it to be illusive and fraudulent, is as wicked as the principal; and as much 
meaner, as the tool and subordinate of villainy than the master that uses him."36 Mihm 
argues that little was done legally to these "shovers" because they were so very hard to 
catch, and, by "adopting the outward trappings of respectability," these confidence men 
and women could "cultivate trust in settings where appearances mattered."37 Without 
scrupulous behavior and constant vigilance on the part of the average citizen, the 
counterfeiter could do more than swindle a shopkeeper out of their money; they could 
lead them down the path to perdition. 
As cities grew and new populations moved into more urban areas, people were 
faced with what Melville warned against in The Confidence-Man: the stranger.38 
Preachers, cultural commenters, and even home advice manuals railed against the 
corrupting influences of strangers, their dubious morals, and their association with bank 
notes. Theophilus Fisk, minister and frequent lecturer in Massachusetts warned in his 
1837 oratory, “Labor, The Only True Source of Wealth,” that wages paid in paper money 
would only lead to ruin or swindle from corrupt bosses, reminding his audience “Of all 
the contrivances for cheating the laboring class of mankind, none have been more 
                                                 
36 Henry Ward Beecher, Lectures to Young Men, On Various Important Subjects, Salem: John P. 
Jewett & Co., 1846, p. 60. Beecher warns his young reader against idleness, gamblers, strange 
women, and popular amusements among other moral pitfalls in the modern world. 
37 Mihm, A Nation of Counterfeiters, p. 210.  
38 James W. Cook, “Seeing the Visual in U.S. History,” in The Journal of American History, Vol. 
95, No. 2, September, 2008, p. 437. Cook references Karen Halttunen’s work on Victorian culture 
here as well. Melville, The Confidence-Man: His Masquerade, p. 8. The “Stranger” is mentioned 
in the first chapter, but strangers in various guises appear throughout the text. 
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effectual than that which deludes them with paper money.”39 The acceptance of paper 
money, then, demeaned the laboring person who earned it and very well could lead good, 
virtuous men and women, as historian Karen Halttunen demonstrates in her work on the 
conman in Victorian culture, to lose their fortunes in swindles or, in even more dire 
situations, become swindlers themselves.40 Rooted deep within this fear of the effects of 
paper money was the idea that American society had fundamentally changed for the 
worse and that the youth needed to be safeguarded from the evils of city life. James Cook 
agrees with Halttunen's assessment of the fear of banknotes, but pushes the argument 
further, arguing that in the age of P.T. Barnum and the humbug, seeing had become the 
opposite of believing, and adds, "in many cases, the older Enlightenment ideal of 
transparently true forms of visual knowledge began to seem like a sucker’s bet, the very 
antithesis of metropolitan sophistication and consumer savvy."41 Indeed, art historian 
Peter John Brownlee argues in his book, The Commerce of Vision, that overlapping 
discussions across fields of interest spoke of “issues of transparency and opacity, on the 
veracity of representation, and on perception’s abilities to apprehend knowledge and 
truth,” and suggests these issues were very much on the mind of the average antebellum 
                                                 
39 Theophilus Fisk, Labor, the Only True Source of Wealth; The Rottenness of Paper Money, the 
Banking System Exposed, Its Sandy Foundations Shaken, Its Crumbling Pillars Overthrown, 
Charleston: Published at the Office of the Examiner, 1837, p. 30. Fisk attributes this statement to 
Daniel Webster. This was also a sentiment held by the Locofocos, a minor political party 
interested in, among other things, payment in specie. 
40 Karen Halttunen, Confidence Men and Painted Women: A Study of Middle-Class Culture in 
America, 1830-1870, New Haven: Yale UP, 1982, p. 10. 
41 Cook, James W. “Seeing the Visual in U.S. History,” in The Journal of American History, Vol. 
95, No.2, Sept., 2008, p. 437.  
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citizen.42 William Gouge, another itinerant philosopher much like Fisk, wrote of the 
“curse of paper money” and likened dependence on bills and banks to a kind of feudal 
system that would rob families of their wealth, manners, and happiness.43 Henry Ward 
Beecher went even further in one section of his Lectures to Young Men, "The Twelve 
Causes of Dishonesty," railing against avaricious behavior warning: 
"Direct dealing in money as a commodity, has a peculiar effect upon the heart. 
There is no property between it and the mind;--no medium to mellow its light. 
The mind is diverted and refreshed by no thoughts upon the quality of soils; the 
durability of structures; the advantages of sites; the beauty of fabrics; it is not 
invigorated by the necessity of labor and ingenuity which the mechanic feels; by 
the invention of the artisan or the taste of the artist. The whole attention falls 
directly upon naked money.44 
 
By warning against bank notes, these moralists fought to preserve their vision of 
traditional, pastoral American life in the face of increasing urbanization and less tangible 
forms of labor. 
Opposition from splinter Democratic parties, like the Equal Rights Party, also 
known as the “Loco Focos,”—an anti-bank and anti-regulation popular movement in 
New York City and supporters of Jackson’s anti-paper money policies—and other, less 
radical hard currency advocates aside, moralists like William A. Alcott, who authored a 
popular Antebellum etiquette guide for young men just leaving home, The Young Man's 
                                                 
42 Peter John Brownlee, The Commerce of Vision: Optical Culture and Perception in Antebellum 
America, Philadelphia: University of Pennsylvania, 2019, p. 19-20. Brownlee cites scientific 
journals, the boom in ophthalmology, and the proliferation of broadsides and banknotes, that 
intertwine both the physical aspects of vision with the visual acumen of people during this time 
period. 
43 William M. Gouge, The Curse of Paper-Money and Banking; or A Short History of Banking in 
the United States of America, with an Account of the Ruinous Effects on Landowners, Farmers, 
Traders, and on all the Industrious Classes of the Community, London: Mills, Jowett, and Mills, 
1833, p. 189-194. 
44 Beecher, Lectures to Young Men, p. 69. 
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Guide, offered their advice to readers when it came to financial dealings in the city.45 
Much like Polonius in Shakespeare's Hamlet, Alcott provides a litany of ways for young 
men to remain morally upstanding, dutiful, and useful citizens. Touching on a range of 
subjects from marriage and employment prospects to proper clothing and recreation, 
Alcott warns his reader that any man, "Fraudulent in one point, he will soon be so in 
another—and another; and so on until the end of the chapter, if there be any end to it."46 
The author lists the passing of dubious bills in his litany of fraudulent behavior, but saves 
the bulk of his ire for speculation, gambling, and the pursuit of easy money. "Gaming," 
Alcott argues, "favors the corruption of manners. . . There may be exceptions, but not 
many; generally speaking the gamester, sooner or later travels the road to perdition, and 
often adds to his own wo [sic] by dragging others along with him."47 Ill-gotten gains, 
these moralists warn in no uncertain terms, corrupts the human soul, creating, as Beecher 
cautions, “a loathsome reptile in a mine of gold.”48 
This feeling was not limited to the realm of the moral watchdog. Literary historian 
Tamara Silvia Wagner notes that paper money and its corruptibility became a sort of 
short-hand for misuse and madness in works by authors such as British novelist Mary 
Elizabeth Braddon--who described paper money as “a morsel of beaten rag,” and "pitiful 
                                                 
45 For information about the Loco Focos, see Burrows and Wallace, Gotham, p. 607-609; William 
A. Alcott, The Young Man's Guide, 12th edition, Boston: Perkins and Marvin, 1838. Alcott was 
related to the reforming Alcott family and according to Karen Halttunen in her book, Confidence 
Men and Painted Women, Alcott's guide went through twenty-one editions by 1858.  
46 Alcott, The Young Man’s Guide, p. 135. Here, Alcott preaches the importance of integrity, and 
states that "as bad as the world is," integrity will command respect. 
47 Ibid, p. 141 and 195. 
48 Beecher, Lectures to Young Men, p. 84. Beecher also warns that the “conscience shrivels, the 
light of love goes out,” and “a dreary fire of self-loves burns in the bosom of the avaricious.” 
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bits of paper," only made valuable by a signature written across it—based her moralistic 
novels around the greed for these printed representations of value.49 Barbara Weiss, in 
her examination of the “haunt[ing]” specter of bankruptcy in the Victorian novel cites the 
work of John Vernon to link the Victorian preoccupation with social and moral status to 
the idea that money "contains its own lack as a nightmare always ready to surface," and 
became a natural obsession in the popular literature—grounded in the reality—of the 
times.50  A short series of illustrations in the January 31, 1857 edition of Harper’s Weekly 
accompanies a serious list of the perils of modern living called “Moral Insanity,” and 
features, among homicide and theft, the “disease” of “Fraudomania” (image 4-4, 
unknown engraver).51 Described in the article as “aris[ing] from a diseased state of 
Acquisitiveness [sic],” persons suffering from “Fraudomania” “fancies banks to exist 
whose capital is purely imaginary,” and “Constructiveness [sic] impels him to fabricate 
documents commencing with the magic formula, ‘For value received, I promise to pay,’ 
and ending with the names of individuals whose bank-accounts are supposed to exhibit a 
balance on the credit side.”52 The cartoon, labeled “Fraudomania,” takes place in a small, 
nondescript room where the titular fraudster hunches over a wooden table to create a 
counterfeit note. The dark haired, sharp-cheekboned man grimaces and furrows his heavy 
                                                 
49 Tamara Silvia Wagner, “The Miser’s New Notes and the Victorian Sensation Novel: Plotting 
the Magic of Paper Money,” in Victorian Review, Vol. 31, No 2, 2005, 92-93.    
50 Barbara Weiss, The Hell of the English: Bankruptcy and the Victorian Novel, Lewisburg: 
Bucknell University Press, 1986, p. 16. The novels Weiss examines in her book are: Charles 
Dickens’s Dombey and Son (1848); Charlotte Bronte’s Shirley (1849); Elizabeth Gaskell’s North 
and South (1855); William Makepeace Thackeray’s The Newcomes (1855); Dickens’s Little 
Dorrit (1857); George Eliot’s The Mill on the Floss (1860); and Anthony Trollope’s The Way We 
Live Now (1875).  
51 Unknown Author, “Moral Insanity,” in Harper’s Weekly, 31 January, 1857, p. 76.  
52 “Moral Insanity,” p. 76. 
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brow as he works. On the table in front of him sit various bottles, perhaps of ink or paste, 
as well as small tools. At his feet on the floor, a paintbrush juts out of a can, and a 
washbasin may have been used to help artificially age the paper. Behind him, hung up as 
if on a clothesline, are the falsified documents of his trade. As if to emphasize his moral 
failings, the artist may have linked his physical appearance—and the appearances of the 
other criminal element in the adjacent panels—to their “moral insanities.” The 
personification of “Fraudomania” features a prominent nose, which might encourage the 
viewer to mentally link traditional anti-Semitism with the idea of the greedy swindler. 
Perhaps even more troubling for moralists suspicious of bank notes, historians such as 
Leeann Hunter argue that many novels feature daughters who must overcome their 
family's bankruptcy, and thus gave women an agency in the world that they otherwise 
might not have had.53 Paper money, then, was not only seen as a symbol of a flexible 
economy, but also became a short hand for moral flexibility and societal change. Those 
eager to accept these bills might possibly accept other sorts of dubious behavior.   
Weiss singles out for examination the cover of Charles Dicken's Dombey and Son 
from 1848 to highlight the British public's preoccupation with money and ruin. The 
novel, which recounts the proud and foolish Dombey, a businessman who almost loses 
his family and his wealth due to his avariciousness and egotism, turns as much on status 
and morals as it does on financial stability. With a busy, stylized drawing that seems 
quite similar to a satirical cartoon, the cover of Dickens’s novel, illustrated by H. K. 
                                                 
53 Leeann Hunter, "Communities Built from Ruins: Social Economics in Victorian Novels of 
Bankruptcy," in Women's Studies Quarterly, Vol. 39, No. 3 / 4, Fall/Winter, 2011, p. 138. 
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Browne, features a swirling scene of smaller vignettes alluding to the precariousness of 
the money business (image 4-5, London: Bradbury & Evans, No 1. October). Moving up 
along the left side of the cover, the viewer sees a young Dombey standing upon a large 
checkbook and thick banking book holding up one end of a massive ledger book, seen on 
its side and acting to separate the image into its lower third, with only his thumb. 
Climbing up the left, numerous cash books balance precariously on top of each other at 
odd angles, leaving smaller men to hang on if they can or get crushed under the weight of 
money. At the top, enthroned and seated upon a cash box and day book which divides the 
central title from the upper illustration, Dombey looks down his nose at supplicants on 
his left and ignores the petitioner on his right. Moving down the right side of the cover, 
Browne mirrors the perilous stack of books with an unstable house of cards about to have 
its anchor card pulled out from the bottom by the small figure perched on the Directory. 
At the bottom right—much like Beecher warned his young readers—is a shriveled 
Domby, balancing hard coins on his head while he stands on the slippery notes below his 
crutches. In the background at the top are various scenes in banking houses, courts, and 
churches, while at the bottom of the page, sunny days and smooth sailing on the left are 
contrasted with shipwreck and ruin on the right. Despite the promise of the future, the 
preoccupation with money does not prevent the vicissitudes of fate. 
An Original American Idea: 
While these moralists showed concern for the state of a person's soul and 
reputation—warning against the idea of easy money—counterfeiters and confidence men 
became a staple of the reading public's daily diet, accompanied by images that formed a 
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lexicon of swindling for the reader. Edward Burrows and Mike Wallace's examination of 
nineteenth-century New York City notes that by 1849, the first criminal to earn the 
moniker of "confidence man," Robert Thompson, became quite the scandal in the press as 
his apprehension and trial played out in the city papers and advice columns appeared to 
warn visitors of the perils of New York.54 Many of these stories have a breathless 
quality—relating the events of the con in a dramatic way—and despite their brevity carry 
a warning: a fool and his money are soon parted. An 1852 article from the New York 
Daily Times warned of a "Confidence Man" plying his trade in Buffalo by finding 
unsuspecting targets—or “marks” in con man jargon—and, on the pretense of being an 
old acquaintance, offer them easy money for a small, thirty-dollar investment.55 The man 
then fled with the “invested” money provided by the target, disappearing into the crowd. 
These stories were all too common, and, on occasion, the report of the con would appear 
on one page while news of the arrest of the con man appeared on a later page.56 The 
Maine Farmer, reported in 1853 that a gang of “notorious” counterfeiters were captured 
by authorities in Cincinnati, despite one suspect who “defended himself with a hatchet, 
but fortunately did not injure the officers,” and were found with nearly forty thousand 
dollars in counterfeit bills.57 Although depictions of these cons were less popular in 
papers such as The National Police Gazette, who seemed to hire illustrators to sketch 
                                                 
54 Burrows and Wallace, Gotham, p. 694. 
55 Untitled Article, in The New York Daily Times, 23 August 1852, p. 4. 
56 "Arrest of the Confidence Man," in The New York Daily Times, 30 March 1854, p. 3. This 
particular swindle took place in Albany, New York, and involved the con man donning a few 
disguises to try and escape notice. 
57 “Important Arrests of Counterfeiters,” in Maine Farmer, Vol. 21, No. 32, 4 August, 1853, p. 3. 
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scenes of love triangles gone wrong, and family murderers, and Harper’s Weekly, who 
naturally focused on more national news stories, images of the various cons appear 
occasionally. In 1867, a cartoon entitled “Shoving the Queer,” appeared alongside a 
reader-submitted short story “Winglets” (image 4-6, Harper’s Weekly, 26 January 1867, 
p. 55). In this small cartoon, two men appear at a bar, tended by a balding man with 
rolled-up sleeves. The bartender wipes down the bar after serving the central figure, a 
large-nosed man in a round cap and plaid jacket. As the man in the plaid jacket raises his 
glass, as if examining his beer, he passes his change, made in legal tender back to his 
accomplice, and man in a plain coat and plaid waistcoat who accepts the note while 
holding a wine glass awkwardly to cover his face. The artist, much like Huntington in the 
painting previously discussed in this chapter, seems to associate the shover and his 
association through their plaid clothing, while the bartender continues about his job, 
unaware of the sleight-of-hand swindle in which he unwittingly played a role. A 
confidence trick that could be played in anywhere or anytime kept many Americans 
wary, and those fears were reinforced through the newspapers. 
Confidence tricks were not reliant on counterfeiting alone, although counterfeit 
notes played a role in the most popular schemes. Historian Shane White refers to a 
common con called "burning" in which an enterprising man would accost people right off 
the docks and suggest they exchange their bank notes, which may or may not be accepted 
by retailers, for gold or silver. Before the exchange could be completed, the "burner" 
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would run with all the money.58 In another two-page illustrated story, “The Adventures of 
a Missing Man; or, Twenty-Four Hours in the Metropolis,” a small, round vignette 
entitled, “He Makes Some Acquaintances,” our titular missing man, having just arrived—
that vignette occurs directly above this—encounters a man in a top hat, wearing a 
monocle, a stylish coat, and plaid waistcoat and his companion dressed in a round cap 
and light-colored overcoat (Image 4-7, W.S.L. Jewett for Harper’s Weekly, 26 January, 
1867, p. 56-57.) In a recreation of the “burning” con, the nicely dressed gentleman has 
his wallet out, perhaps to encourage the ill-fated visitor to entrust him with his money and 
person. As the man’s story progresses, the two rogues accompany the visitor to a 
gambling hall and a concert saloon, while their confederates steal his luggage, a hack 
driver relieves him of the last of his money, another thief steals his boots and coat, and 
finally he drowns in the river and ends up the morgue. Never, during this time, does the 
drunken man ask for a police officer. This outcome, so strenuously warned against by 
writers like Alcott and Beecher, is dramatically relayed in thirteen vignettes.  
Inversing the counterfeit scheme, and reinforcing the Cosmopolitan’s feeling that 
only those predisposed to risk would engage in risky behavior, con men duped other, 
would-be swindlers using legitimate bank notes as a sample of what their forged bills 
looked like in a scam called “The Sawdust Game,” the “Green Goods Game” or “The 
Boodle”.59 Luring the keen but dim scammer through a flyer discreetly mailed to their 
                                                 
58 Shane White, "Freedom's First Con: African Americans and Changing Notes in Antebellum 
New York City," in Journal of the Early Republic, Vol. 34, No. 3, Fall 2014, p. 402-403. White 
notes that "burners" tended to, in his research, be a con run primarily by African Americans, with 
occasional white members, as opposed to "shovers" who were most often white. 
59 “New-York Swindlers,” in The New York Times, 29 November 1871, p. 2. 
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home, the organizers of the game promised to sell high quality forgeries at a low price, 
and invited the mark to meet at a certain time to inspect the goods themselves. When the 
mark purchased their “counterfeits,” they were given a box, bag, or case filled with 
bricks, sawdust, or other junk—literally left holding the bag, and nothing else. When 
these crimes were reported, the victims were vilified, as an 1887 New York Times article 
reminded their readers, “Notwithstanding the frequency with which this system of 
swindling has been exposed in the newspapers, there appear to be plenty of confiding and 
avaricious countrymen who permit them to be duped by the swindlers.”60 Called the 
“Boodle” in famous detective Allan Pinkerton’s biography, the rather rough engraving 
accompanying his recollection of the game features several notes laid out on a desk 
available for inspection (image 4-8, unknown illustrator, The Boodle, in Allan 
Pinkerton’s Thirty Years a Detective, 1886, p. 77)61.  The L-shaped room, decorated with 
landscape paintings and striped wallpaper, features a secretary desk with a round backed 
chair. A bearded man in a top hat and slightly rumpled coat sits on the desk and gestures 
to the notes on the secretary desk with his left hand while he clutches bank notes in his 
right. The mark, shabbily dressed and with his coat pockets turned inside out, eagerly 
examines the money in his hands while another man in a bowler hat smokes a cigar 
behind him. The would-be counterfeiter’s face is delighted in the quality of the notes on 
display. In the shorter section of the room, a man in a white uniform wraps a rectangular 
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package on a large table—a package that might be the dupe’s “reward” for his 
participation in the con.  
African Americans were both targets and perpetrators of the swindle, or what 
Evert Duyckinck referred to as an “original American idea,” and those that were marked 
were often left with fewer legal resources than their white counterparts.62 White relates 
the story of Thomas Downing, one of the wealthiest African American businessmen in 
Antebellum New York and notes that even with his status, he was dependent upon 
influential patrons like the New York Herald's James Gordon Bennett when difficulties 
with confidence men arose.63 Downing’s popular restaurant, a dimly lit oyster house, 
became, like similar establishments, a popular spot to try and pass bogus notes, and many 
took advantage of their status as white patrons to protect themselves from accusations of 
fraud. Only through Bennett’s editorial voice, did public outcry force the swindler to 
repay Downing. Yet, as White notes, threats of violence and ruin did not stop black 
entrepreneurs from exchanging bills.64  The sense of a booming economy and optimistic 
spending that marked the expansion of the American Art-Union in the 1840s, made these 
tricks easy to fall for and made the discernment of genuine currency from bogus money 
all the more fraught. 
                                                 
62 Quoted in Johannes Dietrich Bergmann, “The Original Confidence Man,” in American 
Quarterly, Vol. 21, No. 3, Autumn, 1969, p. 561. 
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The publishers of counterfeit detectors offered their product as a way to make 
sense of uneasiness and instill a sense of security in their users. The February 23, 1850 
edition of Scientific America, for example, endorsed H.C. Foote’s Universal Counterfeit 
Bank Note Detector, proclaiming “We have examined the system and have no hesitation 
in stating that it will do more than all others now in use, towards ridding the country of 
counterfeit notes,” and stating the publication had the endorsement of F.W. Edmonds, the 
banker, painter, and friend of engraver Alfred Jones.65 That many of these detectors 
employed worrying language not only to convince a potential buyer that their references 
were the most up-to-date, but also that their competitors were sorely lacking vital 
information, merely added to the uncertainty of the time. Consumers were already aware, 
through articles in popular publications like The National Police Gazette, which 
frequently noted the types of counterfeit notes in circulation, that deceptive currency was 
rife in the nation.66 The Descriptive Register of Genuine Bank Notes, published in 1860, 
derides other publication for having “descriptions [that] are not sufficiently elaborate,” 
while Hodges’s New Bank Note Delineator from 1856 argues their publication is superior 
because, 
In a word, THE DELINEATOR [sic] detects all past, present, and future spurious 
and altered notes; and is of more value, protection, and security to the commercial 
interests of the country, than all the Detectors, Bank Note Lists, and other works 
which up to this time have been published. In fact THE DELINEATOR is almost 
indispensable—for it goes ahead of, and anticipates the counterfeiter—cutting off 
his success, while the Reporters and Bank Note Lists but follow after, and to use a 
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homely but forcible expression, “can only lock the stable after the horse is 
stolen.” [italics theirs]67 
 
While consumers faced an array of publications that offered to help them, critics were 
much more conflicted in their response to the detectors. Conway notes that while the 
Massachusetts Legislature published a rave review of Thompson’s Bank Note Reporter in 
1855, calling it a “’powerful optical instrument’ able to penetrate the ‘darkness of human 
hypocrisy,’” the New York Herald’s letter section proclaimed them to be “impudent 
deceivers” that only served to install a false sense of confidence and made merchants less 
careful than they should be.68 Just as the notes themselves were viewed with suspicion, 
bank note detectors, historian David M. Henkin argues, operated in the same ambiguous 
world, generating distrust because they seemed to be two sides of the same coin.69 As 
paper money became a fact of life, and the risk of accepting a counterfeit merely the cost 
of doing business in the nation, merchants were more willing to put their trust in a 
publication that might help them gain the upper hand. 
Learning to Trust Your Eyes: 
 Although many of the detectors or delineators simply offered textual descriptions 
of bank notes, such as the one the old man received in The Confidence-Man, a few 
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offered a novel idea to help the merchant discern quality notes from their counterfeit 
counterparts. They would explain the principles of good artwork to their patrons and 
teach them to train their critical eye. Author George Peyton collaborated with the bank 
note firm of Rawdon, Wright, Hatch & Edson to publish his How to Detect Counterfeit 
Bank Notes, in 1856.  Peyton tells his reader that “only attentive observation of certain 
laws, which we always see harmonized in the genuine, and transgressed in the 
counterfeit” and—due to his partnership with the bank note firm—he is the perfect 
person to teach readers “there is a standard of excellence in bank note engraving, at 
which all who claim the title of bank note engravers, must arrive at before their ability 
can be acknowledged.”70 Words alone, especially in the form of general descriptions 
present in rival detectors were not enough to safeguard consumers from the forger’s art, 
but, accompanied by a lesson in art and visual reinforcement of fine art ideals, learned 
from this descriptor, of course, would allow note holders some semblance of confidence. 
Peyton explains that the vignettes made by legitimate fine art engravers—such as the 
American engraver Alfred Jones, who had apprenticed at Rawdon, Wright, Hatch & 
Edson and later became the manager over the vignette engraving department at the 
American Bank Note Company—display a “beauty of form and expression, arising from 
a perception of utility, or of fitness of certain means to produce a certain end, may be 
observed both in animate and inanimate objects”71 The author then singles out the 
treatment of the human figure in many of these bills, arguing that the figures should be 
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beautiful and graceful and that any landscape utilize perspective and a fidelity to nature 
that enhances the posture of the central figure.72 Only reputable bank note firms, 
employing the most skilled line engravers, could produce such an aesthetically pleasing 
note. Following Peyton's advice, users of banknotes need not familiarize themselves with 
every single type of paper money in the nation—an idea he calls "as erroneous as it is 
impracticable"—but could learn the principles of fine art and then, with a simple 
inspection of the vignette on their bill, determine the quality of the note in their hand.73 
 E. P. Eastman, Peyton’s competitor, also insisted that “the talent, skill, 
experience, and mechanical ingenuity” of one of only two bank note companies to 
eventually survive the Civil War, the American Bank Note Company, ensured their 
products were counterfeit-proof, and that the only way to ensure the note in your pocket 
came from a trustworthy company was to study the vignettes for their artistic merit. In his 
Treatise on Counterfeit, Altered, and Spurious Bank Notes, the author states that “In 
genuine notes, [the principal] figure will bear the closest scrutiny as to finish and 
symmetry, even to the minutest details,” while counterfeit bills might have a central 
figure “equally prominent, but as it will probably be the best part of the engraving, it will 
serve, by the glaring disproportions between it and its surroundings, as to labor and 
general appearance, only the more clearly to indicate its true character.”74 He goes on to 
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stress that in genuine notes, drapery on female figures will “float and hang gracefully and 
naturally,” while representations of broadcloth on male figures will take on a “glossy” 
sheen.75 In addition, Eastman suggests that all landscape or farming scenes created by 
fine art engraver should favorably compare with any scene by painter Rosa Bonheur.76  
These assertions that, as a user acquainted themselves with basic concepts of art 
appreciation, their confidence in the money in their hands would grow, also found favor 
in England. Nineteenth century polymath Granville Sharp, writing in 1854 on practical 
ways to guard against counterfeit currency in Great Britain, noted that ideally, the image 
engraved on the banknote would conform to early American engraver Jacob Perkins’s 
high standard of vignette design, noting, “There is a mechanical perfection in this work, 
which renders it the most difficult of imitation, and the forgery, if afterwards compared, 
very easy of detection, and that by persons who have little acquaintance with the arts.”77  
Sharp goes on to state that the quality, character, and the subjects chosen for engraving 
will boost consumer confidence and, in turn, the value of British currency will increase 
across the globe.78 Eastman himself, in his counterfeit detector journal, remarks that the 
banks of the United States seem to support the idea that the more elaborate the vignette 
and the geometric lathe-work—elaborate ornamental designs made by mechanical 
means—that was featured on a note, the more troublesome counterfeiting was for the con 
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person.79 In a world where, as early twentieth century economic historian William 
Graham Sumner points out, "any piece of paper that, because of its shape, color, size, and 
engraved work, looked like a bank note in effect was a bank note," any means, 
mechanical or otherwise, to discern the good from the forged was in high demand by 
consumers at every stage of the American economic system.80 By learning how to 
recognize the forms of the genuine—most obvious in the vignettes themselves—the 
holder became an art connoisseur who could discern quality fine engraving from the bad 
and could operate in the commercial world with confidence. 
 Although the idea that a person could read about the principles of art and then 
apply them to the money in their pocket seems, perhaps, optimistic, comparisons between 
real and counterfeit notes from the time do, in fact, bear out this idea to some degree. An 
1848 article in Godey’s Lady’s Book reassures the reader that the reputable bank note 
engraving suppliers “enlist the best productions of the burin to beautify the ‘promises’ 
which are so very hard to keep even a sample of!”81 Luckily, the work of the engraver 
Alfred Jones, remains extant and allows modern viewers the opportunity to examine 
vignette engraving in not only a pristine state, but also in its genuine and counterfeit 
forms. Beginning with the proof, Bounty (image 4-9, Alfred Jones, steel engraving, c. 
1850, New York Public Library), Jones creates a scene of two women, one standing and 
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one kneeling. Dressed in a mid-tone shirt with a darker colored skirt that reflects the 
darker color of her upswept hair, the kneeling woman holds a sheaf of wheat in the crook 
of her left arm, while her outstretched right arm holds a sickle. Her face is tilted up 
towards the woman dressed in white, and this, coupled with the outstretched arm, 
suggests that she is showing the fair-haired woman her bounty. The woman in white, 
standing contrapposto behind the kneeling woman gazes admiringly down at the fruits, 
including a pineapple and perhaps an orange at their feet. Although this vignette, 
approximately 4 inches by 2 inches, was reduced further for inclusion on the genuine 
bank note, elements from the proof remain (image 4-10 and detail, Danforth, Wright, & 
Co, New York, “Five Dollar Note, Brownville Bank,” 1857). The light color of the 
standing figure’s hair, the sharpness of the kneeling woman’s nose, the gentle folds of the 
fabric, and even the detail of the pineapple remain remarkable similar in the translation 
from proof to note. In contrast, all sense of precision is lost in the counterfeit bill (image 
4-11 and detail, allegedly Danforth, Wright & Co, Philadelphia and New York, “Two 
Dollars, Bank of Belleville,” 1856).82 Both women have the same hair color, the lines of 
the drapery are thick and dark, the features of the women are incredibly indistinct—the 
standing woman appears to have a unibrow—and the pineapple is barely recognizable in 
the bad note. Quite a departure from Wilber and Eastman’s reminder that “in a true bill, 
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the mouth, eyes, and face have an expression clear and distinct.”83 Yet after close looking 
at a genuine note, the faults in the counterfeit are more easily read.  
 This can be seen in two other examples, both after proofs by Jones. In The Mill 
Door (image 4-12, Alfred Jones after Felix O. C. Darley, steel engraving, c. 1850, New 
York Public Library), Jones depicts a scene of everyday life as a man, carrying milled 
grain, begins to load up his horse for delivery. The horse, most likely a mare, seems to 
nuzzle and protect a pinto pony near her chest.  The man jauntily juts out his hip as he 
steps out of the mill. The building, what little is shown, features a wooden post and lintel 
doorway, complete with an upturned horseshoe on the center of the lintel for good luck. 
On the stone wall of the mill hangs a notice about a sale.  Seated on the bridge in the 
background, two men fish and lazily pass time, one with a fishing pole and the other an 
observer, lying on his stomach and kicking his feet in the air. The stream the men fish on 
is the source of power to the water wheel seen adjacent to the building. Jones includes a 
pastoral mountain scene in the background of his vignette, with passing clouds that 
lightly brush past the hilltops and a twisting road, presumably the one the rider will take, 
into the countryside beyond the vignette. Although the arrangement is the same, once 
again the details shift from the genuine note to the counterfeit, especially in the overall 
clarity of the scene. The thicket of trees behind the two fishermen, and the winding road 
through the mountains can still be recognized in the real note, as can the water cascading 
off the wheel (image 4-13 and detail, Wellstood, Hay & Whiting, New York, “Five 
                                                 
83 Wilber and Eastman, A Treatise on Counterfeit, Altered, and Spurious Bank Notes, p. 27.  
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Dollars, Bank of Weston,” c. 1850).84 In the genuine note, small details like the size of 
the pack on the white horse, and the overalls the seated fisherman wears are still present. 
In the counterfeit, these details are either lost or obscured to hide their variances with the 
original (image 4-14 and detail, allegedly Toppan, Carpenter, & Co New York, “Five 
Dollars, The Bank of Orange County, Vt., 1861).  
The last vignette, The Sailor, (image 4-15, Alfred Jones, steel engraving, c. 1850, 
New York Public Library), features a similar problem. The male figure remains relatively 
the same from the proof to the counterfeit, with only a slight darkening of the skin, and 
the indistinct fingers on his right hand to clue in the savvy examiner, the details in the 
upturned face disappear in the transition from genuine note to fraudulent bill. Jones once 
again gives his protagonist a keen, interested face, as if he is ready to interact with the 
unseen person or object he points to out of the scene. His dark hair curls around his ear 
and his beard is neatly trimmed. While these elements are severely reduced in the 
counterfeit, the engraver of the genuine has kept the detail around the ears (image 4-16, 
“Three Dollar Note, City of New Orleans,” 1861 and detail).85 In the counterfeit, the 
beard fully connects into the hair (image 4-17 and detail, allegedly by Toppan, Carpenter, 
& Co, New York, “Ten Dollars, Fall River Bank,” 1854). The shading and shape of the 
pants are also markedly different in the counterfeit. The engraver inked the coat and the 
                                                 
84 Heritage Auctions. The Weston note is lot 22159, auction 36031, from 7 March 2006 and 
determined genuine by their experts. The Orange note is lot 91094, auction 241622, from 11 
January 2017 and determined counterfeit by their experts. 
85 Heritage Auctions. The New Orleans note is lot 84154, auction 141538, from 22 September 
2015 and determined genuine by their experts. The Fall River note is lot 83394, auction 141611, 
from 15 March 2016 and determined counterfeit by their experts. 
209 
front flap of the stevedore’s pants too darkly, creating the impression that he might have a 
third arm, while his posterior and calf jut out quite sharply and oddly low on the body. 
The proof and genuine note have a softer, more naturalistic quality to them. The real 
difference, however, is seen in the ship’s mast behind him. In Jones’s original engraving, 
the main mast, the mizzen, the shrouds, and perhaps the mizzen of another ship can all be 
seen clearly among the raised sails. Eastman urges his readers to remember that, “in 
steamboats, you will find the most delicate portions of the machinery represented,” and it 
appears that Jones engraved to those specifications.86 Those details, while not as crisp in 
the genuine note, are still present, along with the ropes and raised sails. In the fraudulent 
note, the main mast and perhaps the foremast appear, but the sails are down to avoid the 
need to reproduce the more technical aspects of the ship, details that might be well known 
to seafaring men. This, as Eastman might warn, was the sign of a dubious note.  
While these visual clues armed contemporary viewers with a few weapons in the 
war against counterfeit notes, they did not prepare consumers to differentiate between 
more subtle forgeries. Raised notes, paper money whose value had been altered from a 
lower denomination to a higher one, proved that while close looking could be helpful, a 
reputable appearance was not enough to insure against loss. A note from the Ohio River 
Bank seemingly has all the attributes that Peyton and Eastman would require in a genuine 
note, yet, according to numismatic researchers at Heritage Auction, the holder of this bill 
owned a worthless piece of paper (image 4-18, American Bank Note Company, Ohio 
River Bank, Five Dollars, Golconda, IL, 1859). Markers the editors of these more in 
                                                 
86 Eastman, Eastman’s Treatise of Counterfeit, Altered, and Spurious Notes, p. 35.  
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depth counterfeit journals stressed as symbols of value: the appearance of masts and 
rigging in a ship scene, figures occupying a finely rendered landscape, attention to 
clothing, drapery, and countenance, all appear in this note. The alterations are in the 
words and numbers themselves. The slight irregularity of letters “Five” in “Five Dollars” 
do not match the “dollars” allegedly printed with it. The number 5 in the top right corner 
is also slightly out of center from the geometric lathe work that is supposed to surround 
it. In addition, the lathe work itself is more elliptical than circular, also making the “5” 
appear strangely off. For those users consulting these particular journals to learn to read 
notes then, art was not the key to unlocking the secrets of confident finance. Quality 
vignettes, in this case, were accessories to fraud. 
Highly skilled engravers offered their customers at the banking houses, as well as 
the end users of bank notes, a sense that, with so much care taken to ensure a beautiful 
production, the note was worth more than the paper it was printed on. An 1869 overview 
of the banking system compiled by the American Bank Note Company noted the 
"superior character" of the vignette engravings, and explained this quality of production 
led to increased demand and "secured the co-operation of a very large class of American 
artists, inventors, and mechanics. The best Engravers were employed in it; the highest 
Artists competed in the production of designs of merit and beauty."87 The companies 
themselves took great pride in their stable of engravers, often trumpeting their work and, 
in some very rare cases, allowing the engraver to sign his work. For example the 
                                                 
87 American Bank Note Company, Promotional Book, The American Bank Note Company, 142 
Broadway, City of New York, New York, 1869, p. 4. 
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Continental Bank Note Company—one of the new bank note organizations to arise after 
the Panic of 1857 and the merger of many smaller note houses under the umbrella of the 
ABNCo.—and the American Bank Note Company touted their relationship with artist 
Felix O. C. Darley, who had made a name for himself as the illustrator of books by 
Washington Irving, James Fenimore Cooper, and many other popular writers during the 
1840s and 1850s.88 A Darley scrapbook at the Library of Congress contains a clipping 
from The Tribune, who crowed to their readers about the latest contract for the American 
Bank Note Company from the Bank of Athens, Greece, highlighting Darley in particular 
and boasting of the high level of education and art appreciation among Americans that 
allowed US banknote companies to achieve a “perfection of the art of the line engraving 
in this county.”89 Association with notable artists increased the standing and reputation of 
these bank note houses and allowed them to advertise their wares as the most advanced 
artistic productions available to the public. 
As the years progressed, the expectations of engravers increased. Journals such as 
George Peyton’s counterfeit detector stressed that all vignette designers incorporate 
“combinations of figures which. . . are familiar to every eye; and whose beauty and 
expression require the utmost skill and ability.”90 Jennifer Roberts notes that allegorical 
figures became most popular because it was thought the artist’s emphasis on the flesh 
                                                 
88 Sample books from The Continental Bank Note Company, undated, and the American Bank 
Note Company, dated 1869, held at the New York Public Library. Out of all of the samples of 
vignettes, only Darley's name appears as an artist attribution. 
89 “Art Items,” in The Tribune, no date, Felix O.C. Darley Collection Lot 6878G, Library of 
Congress. 
90 Peyton, How to Detect Counterfeit Bank Notes, p. 16. Peyton also suggested these engravers 
should focus on vignettes of “local character.” 
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tones and softness of the skin was too hard for counterfeiters to forge unless they had 
extensive artistic training.91 Artists like Jones and Smillie, both Academicians of the 
National Academy of Design and associated with many of the prominent art circles in 
New York City, had the training and professional recognition to count themselves among 
“the highest Artists compet[ing] in the production of designs of merit and beauty.”92 The 
Continental Bank Note Company recruited Jones, who by the middle of the century had 
made bank note design his primary source of income, in 1865 to supervise the vignette 
design of that concern.93 The letter begins with flattery—company president Edward 
Darber refers to Jones as a “first class artist” who received unanimous support from the 
board—the artist is then offered a starting salary of $4,000 per annum.94  
James D. Smillie, although occupied at lower levels within the bank note system, 
wrote extensively in his diaries about the piecework he undertook for himself and his 
father from the various note companies, taking pains to record the amount of money 
received for each vignette as well as the feedback he received for each entry.95 Through 
Smillie’s diaries, much of the day-to-day operations of the vignette department are 
revealed. Smillie often notes that he travels to both the American Bank Note and 
                                                 
91 Jennifer L. Roberts, Transporting Visions: The Movement of Images in Early America, 
Berkeley: University of California Press, 2014, p. 123. 
92 Promotional Book, The American Bank Note Company, New York City, 1869, p. 4. Later in 
this brief history of the company, they announce that “No branch of art in any country, at any 
time, has received a greater measure of patient application or careful study,” and “It employed the 
best artists,” among other superlatives. 
93 For more on Jones’s career arc, see chapters one and two. Letter to Alfred Jones from Edward 
A. Darber, Continental Bank Note Company, New York, 14 April 1865, Alfred Jones Collection, 
MSS J, American Antiquarian Society, Folder 6. 
94 Letter from Darber to Jones, 14 April 1865. According to historicalstatistics.org, this would be 
the equivalent of roughly $78,000 in 2010. 
95 Diaries of James D. Smillie, Reel 2849, Archives of American Art. 
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Continental Bank Note Company to either turn in work or to receive work, on occasion 
noting that engraver Charles Burt or Jones himself would accept the drawings and 
arrange payment.96 The emphasis on the prestige and skill of the engraver became such a 
prominent issue by the mid-1850s, that J. W. Carpenter, of the Toppan, Carpenter & Co. 
firm of Philadelphia, considered it a great affront that the ownership of many of these 
engraving firms were slowly being replaced by artists rather than businessmen, arguing 
that prosperous firms owed “their success. . . to the energy and tact of their business 
men.”97 Vignette artists who made a name for themselves in these engraving houses not 
only earned a comfortable salary, but also gained leverage to negotiate their own futures, 
proving they were as indispensible as the “business men” Carpenter championed. 
The New York Herald, publishing what today might seem more like a press 
release than journalism, reported in 1861 that the American Bank Note Company 
operated in an “astonishing” manner, with notes “finished in a style of beauty and 
neatness not to be surpassed.”98 Walking their reader through the various rooms of the 
company, the Herald author remarks that as customers enter the building, the public 
rooms were “fitted up with great taste and refinement, and extensively ornamented with 
                                                 
96 Diaries of James D. Smillie, Reel 2849, Archives of American Art, entries for 18 May 1865, 23 
July 1869, and 14 December 1869. Smillie also complains about his father not receiving his name 
on a vignette, and also reassures himself that “I find that I have still at my command the 
mechanics of engraving so if forced to drop the brush & take to the graver, I will have lost 
nothing.”  
97 Letter from J. W. Carpenter to W. C. Smillie, 28 Sept 1854, Alfred Jones Collection, Mss J, 
American Antiquarian Society. William Smillie was a business partner of Jones and was 
attempting to buy his way onto Toppan, Carpenter & Co.’s board. Carpenter assured Smillie that 
he fully believed in the artistic talent of Jones, but he still opposed his placement on the board. 
98 “The National Popular Loan,” in The New York Herald, 14 September 1861.  
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engravings. . .including drawings by Darley, Herrick, Casilear, Edmonds and others.”99 
Godey’s Lady’s Book, too, celebrated not only the artistry and craftsmanship of American 
bank notes, but the author of the article, “Notices of Fine Arts—Bank Note Engraving,” 
also named Alfred Jones among a few others as “our best engravers” and “though their 
names are never heard in the ‘bank parlor’ or seen in the ‘signs’ of the bank note 
companies, we need not be surprised that what was once but a mere money-making trade, 
should have risen to the dignity of a beautiful art.”100 Both publications proclaimed to 
their readership that trust in notes from quality, well-known organizations, like the 
American Bank Note Company, that harnessed “the genius of American engravers,” 
produced artful, beautiful bills that ensured their worth while also pleasing the eye.101 
This emphasis on artistry, and the names of the artists behind the notes, mirrors Peyton 
and Eastman’s belief that only vignettes made with strict adherence to basic principles of 
proportion, perspective, and drapery signified legitimacy and those attempting to dupe 
the public would never go to such an effort to achieve a true artistic object. For the bank 
note companies, this link to real artists masked the purely financial, and sometimes 
unpleasant, business of banking, disguising the opportunities for misuse that the moralists 
warned young men about with a beautiful picture. 
Conclusion—A Confident Public?: 
In his dubious memoir, unlikeable career criminal Seth Wyman related to his 
1848 audience about his thieving, roving, drinking and carousing, and devotes a chapter 
                                                 
99 “The National Popular Loan,” in The New York Herald. 
100 “Notices of the Fine Arts—Bank Note Engraving,” in Godey’s Lady’s Book, February, 1848. 
101 Ibid. 
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to his side business in counterfeit bills. He writes of having down time and meeting an 
old friend who, finding him “ready for any crime,” invited him to purchase some 
counterfeit notes fresh from Canada.102 Wyman, interested in his friend’s scheme, met 
another man, a “Mr. R.” to inspect the wares. Mr. R. had, on offer, “a bushel [sic] of 
counterfeit bills on various banks; such as Cheshire Bank, Keene, N.H., Northampton, 
Hartford, Vermont State Banks, Coos, Albany, Concord, United States, Lincoln, 
Kennebeck, Rhode Island Central, and Manhattan Banks,” and Wyman took—whether 
purchased or stolen is left unsaid—nearly twelve hundred dollars worth of notes and 
began spending his way through New England.103 After a suspicious store exchange, 
Wyman decided his bills were too new looking so created a homemade dye made of 
tobacco and soap to tint his bills to a well-worn “limber, yellow appearance.”104 As his 
exploits unraveled, he sold some of his “handsomely executed” stock to another man, 
noting that the thicker notes were uniformly refused by shopkeepers, and continued to 
steal and pass false notes through Boston and on to Woburn and Salem.105 Wyman notes 
in several passages that shopkeepers either accepted the note after slight scrutiny, sent for 
a second opinion of the validity of the note, or, due to their familiarity with the notes, 
rejected it out of hand. These visual and tactile clues helped to guard these business from 
the machinations of swindlers like Wyman. Yet in several of the cases, appearances were 
                                                 
102 Seth Wyman, The Life and Adventures of Seth Wyman, Embodying the Principal Events of a 
Life Spent in Robbery, Theft, Gambling, Passing Counterfeit Money, etc, etc., Manchester, NH: J. 
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deceiving enough that notes were allowed to pass from the confidence man’s hands into 
the tills of legitimate businesses. Clever bills could also dupe the willing, luring the 
greedy in with promises of quick money only to be left with a sack of bricks and the 
embarrassment of being the victim of a crime while also trying to perpetrate one .106 
While the Cosmopolitan, last seen plying his trade at the beginning of this chapter, sides 
with other contemporary critics and believed that counterfeit detectors simply reminded 
consumers that bad money existed and only left more people in doubt, without 
government regulation, the situation persisted.107 Methods to determine the good from 
bad—in journals focused on bank note detection—were needed because in the moment of 
exchange, appearances and mutual trust, stretched however thin, were the only resources 
most Americans had. 
Twentieth Century author and satirist, Terry Pratchett once reminder his reader, 
“Seeing, contrary to popular wisdom, isn’t believing. It’s where belief stops, because it 
isn’t needed any more.”108 Even as the Civil War raged in the nation, the worry about 
counterfeit notes continued. A small engraving, entitled The Doubtful Note, appeared in 
an 1862 winter issue of Godey’s Lady’s Book (image 4-19, unknown engraver, Godey’s 
Lady’s Book, February, 1862). Gone are the subtle hints Huntington left in his painting to 
reveal the young woman’s nefarious purposes. Instead, the anonymous engraver shifts the 
sympathy to the plainly dressed man attempting to pass a note, rather than the rotund 
                                                 
106 “Alas! Poor Innocent,” in The New York Times, 27, November, 1887. 
107 Conway, Dog Gone Money, p. 301. 
108 Terry Pratchett, Pyramids, New York: HarperCollins, 2008, p. 216. Pyramids is one volume in 
Pratchett’s popular Discworld series. Through the lens of high fantasy, Pratchett pokes fun at the 
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shopkeeper who sourly rejects it. As long as a multiplicity of notes existed in the country, 
bank notes would fall under suspicion, and counterfeit detectors would be consulted. As 
the federal government reasserted its authority over the banking system in the decade 
after the war, new, uniformly designed paper money replaced the visually rich but 
consumer-unfriendly bank note.109 Historian Joshua Greenberg, in his essay on 
shinplasters, a name first applied to dubious, poorly made paper notes in the Colonial 
Period and later given to all suspect bills, argues that “confidence replaced legality as the 
primary criterion in determining what was and was not labeled a ‘shinplaster.’ 
Experience had taught citizens of the Early Republic to warily accept [them].”110 
Brownlee likens paper money to spirits or ghosts, stating “they are at once embodied, 
disembodied, and disappearing,” and argues that the effort to fully apprehend their value 
was beyond the reach of most people.111 Despite the ingrained distrust of paper money 
carried by people in all stations of American life, bank notes proved too useful to 
eradicate completely as President Jackson had wished. The National Banking Acts of 
1863 and 1864 created a system of national banks and ensured that paper money, issued 
and backed by the government, became the law of the land. Talented and professionally 
trained engravers like Jones created scenes in miniature that conformed to the Western 
                                                 
109 Franklin Noll, “The United States Monopolization of Bank Note Production: Politics, 
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standards of art while copyists worked a sleight of hand trick to confuse their users and 
obfuscate the origins of their tender in order to take advantage of a public too 
overwhelmed by the demands of everyday life to study the works of art in their hands. 
The need for authors like Eastman and Peyton, who invited users to examine critically the 
notes in their pockets, had passed. Yet their lessons recall an uncertain time in the 
American past when consumers relied on close looking to separate good money from 
bad. Identifying the elements of quality art was merely the first step in learning to 
appreciate engravings. Decoding the meanings created by engravers in the genre scenes 
they decorated antebellum money with was yet another way to bolster confidence in 
money and in the nation. 
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Conclusion: “Undertakings Great and Small”1 
 
 A surprising phenomenon occurred towards the end of the nineteenth century in 
the United States. Despite the changes wrought by the Civil War and Reconstruction, the 
“go-a-headitiveness” the satirical magazine Yankee Notions described as the “national 
characteristic, manifested as strongly in the trivial details of daily life as in great matters,” 
had scarcely ceased.2 The American economy boomed, through westward expansion 
aided by the railroad, the telegraph, and the rise of the factory system. Art historian 
Frances K. Pohl notes that the idea of “incorporation” during the second half of the 
century spurred the creation of the modern stock market, and allowed for the corporate 
bodies we recognize today.3 In the midst of all of this economic progress, public 
moralists began to fret that the populations of the city, confined by large buildings, 
laboring all hours, and surrounded by the noise and dirt of a major metropolis, might not 
become the model citizens necessary to contribute to a vision of American progress.4 
Most concerning to many of these elite thinkers was the concept of character. An elusive 
quality, the idea of character was very much on the mind of Gilded Age reformers.  
“Character is commonly invoked––both then and now,” nineteenth century historian 
James Salazar suggests, “as antithetical to, and protection against, the seductive displays 
                                                 
1 Taken from a remark in “A Scene at the Brooklyn Ferry,” in Yankee Notions: or the Whittlings 
of Jonathan’s Jack-Knife, vol. 1, no. 3, March, 1852, p. 89. 
2 Ibid, p. 89. 
3 Frances K. Pohl, Framing America: A Social History of American Art, New York: Thames and 
Hudson, 2008, p. 258. 
4 Mona Domosh, Invented Cities: The Creation of Landscape in Nineteenth-Century New York 
and Boston, New Haven: Yale University Press, 1998, p. 112. Domosh, in examining the 
planning for Copley Square in Boston, argues the creation of the Boston Public Library and the 
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and superficial social performances said to govern the mass culture of modern consumer 
capitalism.”5 This renewed interest in the character of the general public at a time of great 
national change mirrored the early moment in the 1840s and 1850s.  
Not only did public feeling about the need for morally uplifting art reoccur at this 
time, but also the solutions presented by the art world were familiar to those from the 
antebellum era. In 1884, a new Art Union formed, this time consisting of a board 
completely run by artists, including Daniel Huntington, Albert Bierstadt, and Eastman 
Johnson, and featuring active members Alfred Jones, John Casilear, and George and John 
D. Smillie.6 Much like its earlier iteration, the 1884 American Art Union was designed to 
create a “better means for the exhibition and sale of American pictures, and the extension 
of knowledge of American art and artists among the people.”7 Through exhibition 
reviews, illustrated etchings, and art news, the group hoped they could once again bring 
artistic knowledge to a wider public audience and attract attention for the work of 
American artists. The promise of establishing new, free galleries for art and spreading 
their knowledge throughout the nation, however, came to an abrupt end. After only two 
years as an organization, the magazine ceased publication. Yet the desire for a nationally 
accessible art continued.  
 In 1893, the World’s Columbian Exposition opened to great fanfare in Chicago. 
Celebrating the United States and its art and industries, the fair attracted visitors from 
                                                 
5 James B. Salazar, Bodies of Reform: The Rhetoric of Character in Gilded Age America, New 
York: New York University Press, 2010, p. 8. 
6 “The American Art Union,” in The Art Union, vol. 1, no. 1, January 1884, p. 3.  
7 Ibid., p. 1. 
221 
throughout the country. Music historian Kiri Miller states that for the roughly twenty 
seven million attendees, the fair was not simply the commemoration of Christopher 
Columbus’s voyage to the Americas, but was marketed by the organizers “as the 
discovery of 400 years of American progress.”8 To help visitors commemorate their trip, 
the organizers of the fair turned to artists to create stamps that collectors could paste into 
a scrapbook. Jones was one of the artists asked to provide an image. The stamp he chose 
to create reflected the nominal theme of the Exposition, the landing of Columbus and his 
men on the island of Hispaniola (image 1, Alfred Jones, The Landing of Columbus, ink 
on paper, 1892). For two cents, visitors could examine the fifteenth century conquistadors 
in their doublets and armor making their way up from the water towards a rocky and tree 
lined coast, and share the knowledge of one of the most important events in history. This 
group of men, and one small boy on the left who kneels in prayer, are merely the first 
wave of explorers. Jones, by including two masts as well as a smaller boat about to make 
landfall in the back suggests more explorers to come. Once again, Jones found himself 
creating images that would have a national appeal and foster a sense of unity and shared 
national culture. 
 Like the effort to present morally uplifting art to the public, artworks that 
encouraged close scrutiny once again became popular. Painters such as William Michael 
Harnett reinvigorated the trompe l’oeil style of painting, creating hyper-realistic still life 
works that challenged the viewer to admire the attention to detail while also exposing the 
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trickery of the artist.9 While this style had last been fashionable in the 1830s when artists 
like Charles Willson Peale and showmen like P.T. Barnum used images to delight their 
audiences, Harnett controversially chose the most examined, yet least trusted document 
in the United States for a subject: the bank note (image 2, William Michael Harnett, Still 
Life—Five Dollar Bill, oil on canvas, 1877). Although the note recreated on Harnett’s 
canvas is a post-Civil War bill, he painstakingly includes a vignette in the center that 
would have been appropriate on any antebellum note created by the American Bank Note 
Company. In the small image, a tall man, dressed in a floppy hat, white shirt, and vest 
leads a woman, dressed in wide skirts and wrapped in a shawl, and possibly carrying an 
infant from a home into a forested area. A black dog leads the way over a felled tree, 
perhaps the beginning of land the man in the center has cleared. Harnett has selected an 
image of the American pioneer spirit to accompany his counterfeit bill. This type of 
reassuring, uplifting image, deployed so deftly in the antebellum period to reassure 
holders that the bills in their hand were valuable, is utilized here to aid in a sleight-of-
hand. While art connoisseurs appreciated Harnett’s attention to detail, his counterfeits 
attracted more official scrutiny from the newly formed Secret Service, who, as historian 
Stephen Mihm notes, “began prosecuting anyone who trifled with the symbolic value of 
the currency.10 Manufacturers of play money, and certainly artists who could so 
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accurately recreate bank notes faced stiff questioning. As a result, Harnett abandoned 
money as a theme in his work.11  The concerns over counterfeit notes surfaced yet again. 
Although Jones’s name appeared on the most prominent engravings issued by the 
American Art-Union and the Philadelphia Art Union, was consistently referenced in the 
minutes of the National Academy of Design until his death in 1900, and was noted in 
private correspondence of his peers for his work with bank note companies, his 
contributions to shaping the art world during the nineteenth century has long been 
neglected. His role, either through his direct work or his presence in the room where it 
happened, aided the proliferation and dissemination of art on paper before the Civil War. 
In New York City, a place where paper was king, Jones was a representative paper 
money man. 
***** 
 In the twenty-first century, finance, banking, and bills have nearly become an 
abstract, invisible substance. Retirement accounts are managed online, people pay for the 
smallest transactions with apps on their phone, and bills can be paid automatically with 
little effort from consumer. Although we can access our accounts with a few clicks of the 
mouse, our money is less tangible than it ever has been. Bank notes, as Georg Simmel 
argued, are finally “colourless.”12 At the same time, the global art market is booming, 
bringing in nearly $68 billion dollars through sales and auctions in 2018, and spawning 
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numerous articles in newspapers such as The New York Times that breathlessly report the 
newest, record-breaking acquisitions.13 The lines between finance, art, and how we see 
and interpret both have increasingly become blurry and recalls an earlier era of 
widespread uncertainty. My study, focused on the visual culture of the antebellum era, 
investigates how the value of labor and the artistic skill of engravers was inflated by art 
unions and bank note companies to reassure subscribers and end-users that the paper in 
their homes and hands had intrinsic and extrinsic worth. Throughout this dissertation, I 
have proposed that the close looking of selected vignettes encouraged by artistic and 
financial groups reinforced the idea of value and a sense of social unity, if not a nascent 
sense of national identity in their holders. Despite the efforts of art critics and art 
historians to separate art and Mammon, the two have been close bedfellows throughout 
American history.  
  The antebellum era was a time of paper—there were newspapers and magazines 
to read, advertising bills to recognize, and money in the pocket to evaluate and decode. 
Both the bank note companies and the art unions emphasized the quality of the artist they 
hired, and celebrated publicity that commended their respective engravings for their taste 
and nationalizing sentiments. These groups set out to produce a product that encouraged 
consumer confidence in paper in exchange for something more lasting, such as a painting 
in oil or a gold coin. The rise and fall of the art union experiment, occurred, in small part, 
                                                 
13 Anna Brady, “Smaller Galleries Rely on Just One Artist for Almost Half Their Income, Art 
Basel and UBS Global Art Market Report Finds,” in The Art Newspaper, 8 March 2019 and Scott 
Reyburn and Robin Pogrebin, “David Hockney Painting Sells for $90 Million, Smashing Record 
for Living Artist,” The New York Times, 15 November 2018. 
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because the Managers chose to substitute paintings and sculpture for engraving, issuing 
more and more paper even as they were purchasing fewer and fewer works on canvas. 
The bank note companies took great pains to advertise their stable of artists and 
collaborated with the publishers of counterfeit detectors to illustrate the benefits of good 
art on paper money. Engravers were the key to boost confidence and convince the public 
of the worth of these endeavors.  
In addition to increasing value in the public eye for works on paper issued by art 
unions and bank note companies, engravers also participated in shaping the national 
visual lexicon in the era before the Civil War. Allying themselves with genre painters, 
Jones and his cohort took non-specific scenes of everyday life and created works of art 
that could be interpreted to suit any viewer regardless of their regional views. Farmers, 
symbols of bounty, the Native American, and the sailor informed the viewer of the 
progress and reach of the country, while the history scenes issued by art unions allowed 
subscribers to celebrate their shared history regardless of their location in north, south, or 
west. These engravers created and encoded national history and values into their work, 
which communicated to viewers as something rooted in an unalterable, fundamental 
truth. As historian Richard Slotkin suggests, this sort of imaging an ideal is similar to 
myths that “represent the ideology of the moment as if it were the embodiment of divine 
or natural law…beyond historical ken” and represents the total worldview of a society.14 
Engravers often collaborated on both art union prints and bank note vignettes, bringing 
                                                 
14 Richard Slotkin, “Myth and the Production of History,” in Sacvan Bercovitch and Myra Jehlen, 
eds., Ideology and Classic American Literature, Cambridge: Cambridge University Press, 1986, 
p. 72-82. 
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their own viewpoints to the art works they created while still hewing closely to themes 
with wide appeal.  
Alfred Jones, an engraver whose career spanned almost the entirety of the 
nineteenth century, labored in both of these industries and contributed images that 
resonated with viewers due to their clarity and uplifting sense of national progress. Yet 
Jones was not an outlier, working for both fine arts organizations and bank note 
companies. His achievements, and the esteem he was held in by colleagues placed him as 
first among equals, collaborating and advising other engravers who plied their trade 
under the same circumstances. In the middle of the nineteenth century, Jones was at the 
center of a paper world that brought together arts, economics, and popular culture, and 
created the images that conferred a sense of value and worth to the plates that came under 
his burin. By examining the art world via artistic output of Jones and his cohort, this 
dissertation has argued that while the intended use of these works may have been 
different, the style, method, and most importantly, meanings were the same. Art unions 
enticed subscribers with the promise of access to a new cultural realm. Bank note 
companies used culture to make their notes more acceptable to spenders. At the heart of 
both of these endeavors was the engraver. 
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Chapter One: Artful Currencies: Art, Finance, and the Engraver in Antebellum 
America 
 
 
 
 
 
Image 1-1, Alfred Jones, daguerreotype, c. 1850, Library of Congress. 
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Image 1-2, “Safe to rise in his Profession,” Yankee Notions, Vol. 1, No. 3, March, 1852, 
p. 73. 
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Safe to rise in Jiis Profession.
BORROWING.
A Dore-tailcr of Sermons.
The Rev. Dr. B was
what was commonly termed
a " popular preacher ;
"
not ,
however, by drawing on his
own stores, but by the knack
which he possessed of ap
propriat ing the thoughts and
langu:ige of the great div ines
who had gone Before him ,
to his own use, and by a
skilful splicing and dovetail
ing of passages, so as to
make a whole. Fortunately
for him , those who composed
his audience were not very
deeply skilled in pulpit lore,
and with such he passed for
a wonder of erudit ion. It
happened, however, that
the doctor was detected in
his literary larcenies. One
Sunday, a grave old gent le
man seated himself close to
the pulpit , and listened with
profound at tent ion. The
doctor had scarcely finished
his third sentence, before the
old gent leman said, loud
enough to be heard by those
near him , " that 's Sherlock."
The doctor frowned, but
went on. He had not pro
ceeded much further, when
Ms grave auditor broke out
with, " that 's Tillotson." The
doctor bit his lips and paus
ed, but went on. At a third
exclamat ion of, " that 's
Blair," the doctor lost all pa
t ience, and leaning over the
side of the pulpit , he cried,
"Fellow, if you do not hold
your tongue you shall be
turned out ." Without alter
ing a mtsscle, the old gen
t leman, looking the doctor
full in the face, said " that 's
his own."
Voluble Clerk. I promise you this silk was made for the
Queen of England, and some of the same sort was ordered for
the President of Fr , I mean for the Queen of Spain. I
solemnly prom ise you that Mrs. Fillmore had fifty yards of this
silk sent to Washington only Inst Wednesday 1 measured it
myself, I assure you. All the crowned heads in Europe are
patronizing this silk. All dist inguished ladies are wearing it .
The r ich Mrs. in the Fifth Avenue, wished to purchase
all the stock, but we would'nt let her have it . When Queen
Victoria gives n dinner, or goes to open the Brit ish Congress,
she dresses herself in this silk before she thinks of put t ing the
crown upon her head.
The lit t le Milliner, after consult ing with her friend, concludes
lo buy it .
Col. M., of the Perthshire cavalry, was complaining, that ,
from the ignorance and inat tent ion of his officers, he was ob
liged to do the whole duty of the regiment . " I am," said he,
*
my own captain, my own lieutenant , my own cornet
"
"
and your own t rumpeter, I presume," added a lady who was
present
A countryman, going into the probate office where the wills
are kept in huge volumes on the shelves, asked if they were all
" No, sir," said one of the clerks, " they are only tes-
During the American Revolut ion, while General Reed was
President of Congress, the Brit ish Commissioners offered him
a bribe of ten thousand guineas, to desert the cause of his
country. His reply was,
" Gent lemen, I am poor, very poor ;
but your king is not rich enough to buy me."
Mrs. Murray Keith, a venerable Scotch lady, from whom
Sir Walter Scot t derived many of the t radit ionary stories and
aneedotes wrought up in his admirablo fict ions, taxed him one
day with the authorship, which he, as usual, stout ly denied.
" What ," exclaimed the old lady,
"
d'ye think I dinna ken my
ain groats among ither folks kail !
"
Wait ing for the Train.
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Image 1-3, Hoppin ?, “Our Boarding House, No. V, Our Dry Goods Clerk,” Yankee 
Notions, Vol. 2, No. 9, September, 1853, p. 272. 
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Image 1-4, “A Coarse Insinuation—By a Lad with Many Sisters,” in Nick-Nax For All 
Creation, April 1, 1857, p. 377. 
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Image 1-5, “National Academy of Design—Principle Room,” in Illustrated News, May 7, 
1853, p. 296, National Academy of Design Records, 1817-2012, Archives of American 
Art, Smithsonian Institution. 
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Image 1-6, “The Unnatural Academy of Design,” in The Lantern, July 21, 1852, p. 36. 
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Image 1-7, “Jonathan’s Art Union Distribution,” in Yankee Notions; or Whittlings of 
Jonathan’s Jack-Knife, Vol. 1, No. 4, April, 1852, p. 128. 
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128 YANKEE NOTIONS: OR, WHITTLINGS OF JONATHANS JACK-KNIFE.
JONATHAN'S ART UNION DISTRIBUTION.
Neow, naburs, I guess you've all hearn tell of the Art Union
Dist ribut ion ; heow it was tew take place some t ime this side
of never ; heow the suckscribers considered theirselves kinder
sucked in, and the Commit tee were grUin' as fierce as a buck-
rat in a sink-hole, at what people said abeout 'era.
Wal, neow, yeu'll be real seairt to larn that this day, the
f irst of April, the drawin for prizes has come of, an' I'm 'pint -
ed to dist ribute them to the fort 'nate poscssn < . Tew friend
Horace Greeley, therefore, I deliver a bisr sqna -'
i
and a lit t le
pumpkin. Tew the advocates of the li Maim Liquor Law," a
bushel of greens and a cabbage. Edwin Forr Esq"., is pre
sented with a Sun-Flower, seein' as heow its t in- biggest and
yallerest flower as grows. Tew N. P. Willis is decreed the
flower called Love in Idleness. Tew the editor of the Herald,
an Itching Palm . Tew the Aztec children, a couple of Toad
stools, seein' they're small and nasty-lookin. Tew Archbishop
Hughes, a Monk's hood. Tew New York ginrally, a m int jo-
lep, seein' he wants one as well as Philadelphy. Laast ly, tew
each of the subscribers tew aour
" Not ions," at the eend of the
first Volume, a large Panoram ic Engraving, calkilated tew
take daown a'most any thin' in creat ion.
The WzarTcTthTNorth
made a wonderful hit with those prizes of his, offered for the
best Conundrums, one by a lady, the other by a gent leman,
dwelling in New York, or vicinity, and adjudged by a commit
tee specially appointed the other day, at Met ropolitan Hall.
The best service ho did to the public, however, was the pres
ervat ion of so many excellent Riddles, (amount ing to many
thousands) for the amusement of all the fun-loving fam ilies in
the States. We beg the reader's at tent ion to the following
advert isement .
TIIE WIZARD'S BOOK OI» 0O3NTXT3SriDn.XT3VrS,
The best Collect ion of amusing Riddles ever yet published, and for which two prizes, valued at $650, were
offered by Professor Anderson, the renowned Wizard of the North,
IS TOQCXS DATS: ISSUED AT TJOPE OJP "1S"AWDKEE 3SreTXGnrS,"
and maybe had of all our Agents and of all Booksellers and Newsmen. %* Wc invite special at tent ion to this
work, as form ing, unquest ionably, the most excellent Budget o
f Wit ever offered to the public. It contains many thousand
Riddles, and will keep, a houHehold in a roar of laughter for many weeks, before its humor is exhausted.
Order of " Agents for Yankee Not ions." Price twelve and a half Cents.
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Image 1-8, N. Levy, “The Art Union Examination,” in The Lantern, May 25, 1853, p. 
303. 
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Image 1-9, “Finance Among the Juveniles,” in Harper’s Weekly, January 16, 1858, p. 48. 
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Image 1-10, Sample Sheet, Rawdon,Wright, Hatch & Edson Bank Note Company, c. 
1850, American Antiquarian Society. 
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Image 1-11, Calling Card, Edmonds, Jones & Smillie, 1858, American Antiquarian 
Society. 
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Image 1-12, Alfred Jones after S. Jones, The Fortune Teller, for Godey’s Ladies 
Magazine, August,1842, American Antiquarian Society. 
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Image 1-13, Alfred Jones after Edward Courbould, The Proposal, engraving for 
Graham’s Lady’s and Gentleman’s Magazine, vol. 21, September, 1842, plate 
between p. 114-115. Large version at New York Public Library.  
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Image 1-14, Studio of Alexander L. Dick, after unknown artist, The Lady Alice, 
engraving for Graham’s Lady’s and Gentleman’s  Magazine, vol. 21, September, 1842, 
plate between p. 144-145. 
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Image 1-15, Alfred Jones after Francis Edmonds, Sparking, for the American Art-Union, 
1847, American Antiquarian Society. 
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Image 1-16, Alfred Jones after Francis Edmonds, The New Scholar, for the American 
Art-Union, 1850, American Antiquarian Society. 
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Image 1-17, Alfred Jones, The Capitol, engraving, 1845, New York Public Library 
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Image 1-18, Alfred Jones, Mercury or Écorché Figure, Drawing, 1838, National 
Academy of Design. 
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Image 1-19, Alfred Jones, Hey Hey!!, watercolor, 1856, in bound volume collected by  
John Falconer, Museum of Fine Arts, Boston. 
 
 
 
246 
 
 
 
Image 1-20, Jones after Felix O.C. Darley, “The Death of Scipio,” in Cooper’s The Red 
Rover, 1863, frontispiece, New York Public Library. 
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Image 1-21, Felix O.C. Darley, The Death of Scipio, from Cooper’s The Red Rover, conte  
crayon, c. 1870, private collection. 
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Image 1-22, Alfred Jones after Seth Eastman, Death Whoop, engraving for Henry Rowe 
Schoolcraft, History of the Indian Tribes of the United States, Philadelphia: J.P. 
Lippencot, 1857, p. 23, plate at New York Public Library. 
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Image 1-23, Seth Eastman, The Death Whoop, watercolor on paper, 1849-1855, 
Minneapolis Museum of Art. 
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Chapter 2: Prints as Payment 
 
 
Image 2-1: Peter Rothermel, Patrick Henry Before the Virginia House of Burgesses, May 
30, 1765, oil on canvas, 1851, US Parks Department. 
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Image 2-2: Alfred Jones after Peter Rothermel, Patrick Henry Before the Virginia House 
of Burgesses, engraving on steel, 1853, for the Philadelphia Art Union, New York Public 
Library. 
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Image 2-3: William Sidney Mount, Farmer’s Nooning, oil on canvas, 1836, Long Island 
Museum of American Art, History, and Carriages. 
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Image 2-4: Alfred Jones after William Sidney Mount, Farmer’s Nooning, steel 
engraving, 1843 for the Apollo Association, New York Public Library. 
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Detail of Image 2-4 
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Image 2-5: Alfred Jones, Farmer’s Nooning in progress, c. 1843, New York Public 
Library 
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Detail of Image 2-5 
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Image 2-6: Alfred Jones, James D. Smillie and Robert Hinshelwood after Asher B. 
Durand, The Capture of Major André, line engraving on steel, 1846, for the American 
Art-Union, New York Public Library. 
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Image 2-7: Alfred Jones, preparatory drawing for Major André, pencil and ink, 1845, 
New York Public Library 
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Image 2-8: Alfred Jones, James D. Smillie, Robert Hinshelwood, preparatory drawing for 
Major André, pencil and ink on paper, c. 1845, New York Public Library. 
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Image 2-9: Asher B. Durand, The Capture of Major André, oil on canvas, 1845, The 
Birmingham Museum of Art. 
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Image 2-10: “Messrs. Goupil, Vibert, & Co.,” in The Literary World, Vol. 6, No. 162, 9 
March 1850, p. 227. 
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Chapter 3: “Too Handsome” for Use: Bank Note Vignettes in the Antebellum Era 
 
 
 
Image 3-1, Jocelyn (?), “The Plate Vault,” in Harper’s New Monthly Magazine,  
Vol. 24, Issue 141, February, 1862. 
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Image 3-2, Unknown Banknote Company, Five Dollar Note for the Cassadaga Bank, 
1851. 
 
 
 
 
 
 
 
 
Image 3-3, Danforth and Englewood Company, New York, The Commercial Bank of 
Albany, NY, undated bank proof, c. 1850. 
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Image 3-4, Alfred Jones, Untitled Bank Note Vignette, engraving and pencil on paper, c. 
1850-1870, New York Public Library.  
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Image 3-5, Rawdon, Wright, Hatch & Edson, Two Dollar Note, Lyons City Bank, 1859. 
 
 
 
 
 
 
 
Image 3-6, Toppan, Carpenter, & Co., Five Dollar Note, Lawrenceberg Bank of 
Tennessee, c. 1857. 
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Image 3-7, Alfred Jones, Untitled Bank Note Vignette, engraving and pencil on paper, c. 
1850-1870, American Antiquarian Society. 
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Image 3-8: Miscellaneous bank notes featuring allegorical female figures, 1840-1860. 
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Image 3-9: Miscellaneous bank notes featuring agricultural workers, 1840-1860. 
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Image 3-10, Rawdon, Wright, Hatch and Edson, 100 Dollar Note, The Union Bank of 
Augusta, Georgia, 1854. 
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Image 3-11, “Lo, the poor Indian,” in Yankee Notions; or Whittlings of Jonathan’s Jack-
Knife, Vol. 3, No. 4, April, 1855, p. 70. 
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Image 3-12, Danforth, Wright, & Company, One Dollar Note, Western Exchange Fire & 
Marine Insurance Company, Omaha, Nebraska, 1857. 
 
 
 
 
 
 
 
Image 3-13, Toppan, Carpenter & Co., Five Dollar Note, The Bank of Florence, 
Florence, Nebraska, c. 1857. 
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Image 3-14a (top) and 3-14b (middle), Danforth, Wright & Co, Three Dollar Note, 
The Southern Bank of Tennessee, Memphis, 1853 and Three Dollar Note, Oshkosh 
Commercial Bank, Oshkosh WI, 1856; 3-14c, Bald, Cousland, & Co., Two Dollar Note, 
Bank of Nebraska, c. 1855. 
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Image 3-15a (top) and 3-15b, Danforth and Huffy, Five Dollar Note, The Winstead Bank, 
Winsted, CT, c. 1850 and Five Dollar Note, Hamilton Exchange Bank, Hamilton, NY, 
1850. 
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Image 3-16, “Jack at His Post,” in Yankee Notions; or Whittlings of Jonathan’s Jack-
Knife, Vol. 4, No. 12, December, 1855, p. 370. 
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Image 3-17, Danforth, Wright, & Co., Six Dollar Note, The Bank of Clarendon, 
Fayetteville, NC, 1853. 
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Image 3-18, Toppan, Carpenter, and Co., One Dollar Note, The Commercial Bank of 
Racine, Racine, WI, 1857. 
 
 
 
   
 
Image 3-19, Wellstood, Hay, and Whitting, Five Dollar Note, The City of Omaha, 
Nebraska Territory, 1837. 
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Image 3-20, Bald, Cousland, & Co., One Dollar, The Bank of the Empire State, Rome, 
GA, c. 1850. 
 
 
 
 
 
Image 3-21, Toppan, Carpenter, Casilear, & Co., Five Dollar Note, Southern Bank of 
Alabama, Selma, AL, 1855. 
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Chapter 4: The Engraver as Guarantor 
 
 
 
Image 4-1, (left) Title Page from George Peyton’s How to Detect Counterfeit Bank Notes, 
1861 edition and (right) Title Page from Heath’s Infallible Counterfeit Detector, 1864 
edition. 
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Image 4-2, Daniel Huntington (American, 1816-1906), The Counterfeit Note, 1858, oil on 
canvas, private collection. 
 
 
 
 
280 
 
 
 
 
Image 4-3, Unknown engraver after Huntington, “The Doubtful Note”, in The Illustrated 
Times, 23 July 1859. 
 
 
 
 
 
 
281 
 
 
 
 
 
 
Image 4-4, unknown illustrator, “Fraudomania,” in Harper’s Weekly, Vol. 1, Issue 5, 31 
January, 1857, p. 76. 
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Image 4-5, H. K. Browne, cover of Charles Dickens’ Dealings with the Firm of Dombey 
& Son, London: Bradbury & Evans, No. 1 Oct., 1846. 
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Image 4-6, unknown illustrator “Shoving the Queer,” in Harper’s Weekly, 26 Jan 1867, p. 
55. 
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Image 4-7, W. S. L. Jewett, “The Adventure of the Missing Man,” in Harper’s Weekly, 
26 January 1867, p. 56-57. 
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Image 4-8, unknown illustrator, “The Boodle,” in Allan Pinkerton’s, Twelve Years a 
Detective, 1886, p. 77. 
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Image 4-9, Alfred Jones, Bounty, vignette proof, c. 1850, New York Public Library. 
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Image 4-10, Danforth Wright, & Co, New York, “Five Dollars, Brownville Bank,” 1857, 
and detail. 
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Image 4-11, allegedly Danforth, Wright & Co, Philadelphia, “Two Dollars, Bank of 
Belleville,” 1856, and detail. 
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Image 4-12, Alfred Jones after Felix O. C Darley, The Mill Door, engraved vignette, c. 
1850, New York Public Library. 
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Image 4-13, Wellstood, Hay, Whiting, New York, “Five Dollars, The Bank of Weston,” 
c. 1850, and detail. 
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Image 4-14, allegedly Toppan, Carpenter & Co, New York, “Five Dollars, Bank of 
Orange County,” 1861, and detail. 
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Image 4-15, Alfred Jones, The Sailor, vignette engraving, c. 1850, New York Public 
Library. 
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Image 4-16, unknown bank note house, possibly American Bank Note Company, “Three 
Dollars, City of New Orleans,” 1862, and detail below. 
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Image 4-17, allegedly Toppan, Carpenter & Co., New York, “Ten Dollars, Fall River 
Bank,” 1854 and detail. 
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Image 4-18, American Bank Note Company, “Five Dollars, Ohio River Bank,” 
Golconda, IL, 1859. 
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Image 4-19, Unknown engraver, The Doubtful Note, from Godey’s Lady’s Book, 
February, 1862. 
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Conclusion: “Undertakings Great and Small” 
 
 
Image 1, Alfred Jones after John Vanderlyn, Landing of Columbus, Two-cent souvenir 
stamp, ink on paper, 1892, American Antiquarian Society. 
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Image 2, William Michael Harnett, Still Life—Five Dollar Bill, oil on canvas, 1877, 
Philadelphia Museum of Art. 
 
 
 
 
 
 
 
 
299 
Bibliography 
 
Bank Note Descriptive List, Supplementary to Thompson’s Bank Note and Commercial 
Reporter, Containing Accurate Descriptions of all the Genuine Bank Notes, Issued by 
Bank in the United States and Canada, New York: Platt Adams, 1859 
 
Adams, Thomas. Buying Respectability: Philanthropy and Urban Society in 
Transnational Perspective, 1840s to 1930s. Bloomington: Indiana University Press. 
2009. 
 
Alcott, William A. The Young Man's Guide. 12th edition. Boston: Perkins and Marvin. 
1838. 
 
Bulletin of the American Art-Union. New York: American Art-Union. 1849-1852 
 
American Art-Union Archives. BV AAU Collection, 1837-1853. New-York Historical 
Society. 
 
American Bank Note Company. Promotional Book. New York: The American Bank Note 
Company. 1869. 
 
Sample Book. American Bank Note Company, 1869. 
 
The Sailor’s Magazine and Naval Journal. Boston: The American Seaman’s Friend 
Society. 1837-1864. 
 
Anderson, Benedict. Imagined Communities: Reflections on the Origin and Spread of 
Nationalism. rev. ed. London: Verso Books. 2006. 
 
The Anglo American, a Journal of Literature, News, Politics, the Drama, Fine Arts, Etc. 
“The Capitol at Washington.” Vol. 5, No. 9. June 21, 1845. 
 
Anthony, David. Paper Money Men: Commerce, Manhood, and the Sensational 
Public Sphere in Antebellum America. Columbus: Ohio State University. 2009. 
 
The Art Union. “The American Art Union.” Vol. 1, No. 1. January 1884. 
 
The Artists Fund Society. Minutes. New-York Historical Society. 
 
Baker, William S. American Engravers and Their Works. Philadelphia: Gebbie & Barrie 
Publishers. 1875. 
 
Ballou’s Pictorial Drawing-Room Companion. “AN INDIAN ATTACK.” Vol. 12, 
No. 18.  2 May 1857. 
300 
 
 
Ballou’s Pictorial Drawing-Room Companion. “An Emigrant Train Attacked By Hostile 
Indians on the Prairie.” 15 August 1857. 
 
Barnum, Phineas Taylor. The Life of P. T. Barnum. New York: Redfield. 1855. 
 
Beecher, Henry Ward. Lectures to Young Men, On Various Important Subjects. Salem: 
John P. Jewett & Co. 1846. 
 
Bellion, Wendy Bellion. Citizen Spectator: Art, Illusion, and Visual Perception in Early 
National America. Chapel Hill: University of North Carolina Press. 2011. 
 
Benjamin, Walter and Michael W. Jennings, ed.. One-Way Street. Cambridge: Harvard 
University Press. 2016. 
 
Berconvitch, Sacvan and Myra Jehlen, eds. Ideology and Classic American Literature. 
Cambridge: Cambridge University Press. 1986. 
 
Bergmann, Johannes Dietrich. “The Original Confidence Man,” in American Quarterly. 
Vol. 21, No. 3. Autumn 1969. 
 
Bloch, Maurice E. “The American Art-Union’s Downfall,” in New-York Historical 
Society Quarterly. Vol. 37. October, 1953. 
 
Blum, Hester. The View From the Masthead: Maritime Imagination and 
Antebellum Sea Narratives. Chapel Hill: University of North Carolina Press. 2008. 
 
Boggs, Winthrop S. Ten Decades Ago, 1840-1850: A Study of the Work of Rawdon, 
Wright, Hatch and Edson of New York City. Philadelphia: The American Philatelic 
Society, Inc. 1949. 
 
Bourdieu, Pierre and Randal Johnson, ed. The Field of Cultural Production: Essays on 
Art and Literature. New York: Columbia University. 1993. 
 
Brady, Anna. “Smaller Galleries Rely on Just One Artist for Almost Half Their Income, 
 Art Basel and UBS Global Art Market Report Finds,” in The Art Newspaper. 8 
 March 2019. 
 
Brownlee, Peter John. “Francis Edmonds and the Speculative Economy of Painting,” in 
American Art. Vol. 21, No. 3. September, 2007. 
 
Brownlee, Peter John. American Encounters: Genre Painting and Everyday Life. 
Chicago: Terra Foundation for American Art. 2012. 
301 
 
Brownlee, Peter John. The Commerce of Vision: Optical Culture and Perception in 
Antebellum America. Philadelphia: University of Pennsylvania Press. 2019. 
 
Burns, Sarah. Pastoral Inventions: Rural Life in Nineteenth-Century American Art 
and Culture. Philadelphia: Temple University Press. 1989. 
 
Burns, Sarah and John Davis. American Art to 1900: A Documentary History. Berkeley: 
University of California Press. 2009. 
 
Burrows, Edwin G. and Mike Wallace. Gotham: A History of New York City to 1898. 
New York: Oxford University Press. 1999. 
 
Calloway, Colin G. One Vast Winter Count: The Native American West Before Lewis and 
Clark. Lincoln: University of Nebraska Press. 2003. 
 
Casper, Scott E., Jeffery D. Groves, et al, eds. A History of the Book in America: Vol. 3: 
The Industrial Book, 1840-1880. Chapel Hill: University of North Carolina Press. 
2007. 
 
Cerulo, Karen A. Identity Designs: The Sights and Sounds of a Nation. New Brunswick: 
Rutgers University Press. 1995. 
 
Chapman, Schuyler J. The Complete Citizen: The Mariner as Citizen in Antebellum U.S. 
Literary Culture. Phd dissertation. University of Pittsburgh. 2014. 
 
Continental Bank Note Company. Sample Book. Undated, c. 1858. 
 
Conn, Steven. History’s Shadow: Native Americans and Historical Consciousness in the 
Nineteenth Century. Chicago: University of Chicago Press. 2008. 
 
Conway, J. P. Dog Gone Money: the Passing of Strange Currencies and Strange People 
in American Democratic Culture. Phd Dissertation. Washington University. 2008.  
 
Conway, J. P. “Making Beautiful Money: Currency Connoisseurship in the Nineteenth 
Century United States,” in Nineteenth-Century Contexts. Vol. 34, No. 5. Dec 2012. 
 
Cook, James W. “Seeing the Visual in U.S. History,” in The Journal of American 
History. Vol. 95. No. 2. September, 2008. 
 
Cooper, James Fenimore. The Spy. New York: Penguin Classics. 1997. 
 
Cosmopolitan Art Journal. “Fictitious Engravings.” Vol. 4, No. 4. December, 1860. 
 
302 
Cowdrey, Mary Bartlett ed. The American Academy of Fine Arts and American Art 
Union: Introduction 1816-1852. New York: New York Historical Society. 1953. 
 
Creighton, Margaret Scott. The Private Life of Jack Tar: Sailors at Sea in the Nineteenth 
Century. Phd dissertation. Boston University. 1985. 
 
Crowfield, Christopher (alias of Harriet Beecher Stowe). House and Home Papers. 
Boston: Ticknor and Fields.1865. 
 
Dearinger, David B. ed. Paintings and Sculpture in the Collections of the National 
Academy of Design, Vol. 1: 1826-1925. New York: Hudson Hills Press. 2004. 
 
Delmaire, Marie-Stéphanie. An Art of Translation: French Prints and American Art 
(1848-1876). Phd dissertation. Columbia University. 2013. 
 
Derounian-Stodola, Kathryn Zabelle. Women’s Indian Captivity Narratives. New 
York: Penguin Press. 1998. 
 
Dillistin, William H. “Bank Note Reporters and Counterfeit Detectors, 1826-1866: With 
a Discourse on Wildcat Banks and Wildcat Bank Notes,” in Numismatic Notes and 
Monographs. No. 114. 1949. 
 
Domosh, Mona. Invented Cities: The Creation of Landscape in Nineteenth-Century New 
York and Boston. New Haven: Yale University Press. 1998. 
 
Dooley, Peter C. The Labour Theory of Value: Economics or Ethics, London: Routledge, 
2005 
 
Dossie, Robert. The Handmaid to the Arts, Vol. The Second. London: J. Nourse. 1764. 
 
Doty, Richard G. America’s Money, America’s Story. 2nd ed. Atlanta: Whitman 
Publishing. 2008.  
 
Doty, Richard G. Pictures from A Distant Country: Seeing American Through Old Paper 
Money. Atlanta: Whitman Publishing. 2013. 
 
Durand, John. “Sketchings,” in The Crayon. Vol. 7, No. 8. August, 1860. 
 
Francis William Edmonds Papers, William L. Clemens Library, University of Michigan. 
 
English, Thomas Dunn. “Felix O.C. Darley,” in Sartain’s Union Magazine of Literature 
& Art. 1 November 1850. 
 
 
303 
Fisk, Theophilus. Labor, the Only True Source of Wealth; The Rottenness of Paper 
Money, the Banking System Exposed, Its Sandy Foundations Shaken, Its Crumbling 
Pillars Overthrown. Charleston: Published at the Office of the Examiner. 1837. 
 
Frank Leslie’s Weekly. “Financial Panic Is Spreading Far and Near.” 3 October 1857. 
 
Godey’s Lady’s Book. “Bank Note Engraving.”1 February 1848. 
 
Godey’s Lady’s Book. “American Art-Union, New York.” December 1849. 
 
Goldberg, Vicki. ed., Photography in Print: Writings from 1816 to the Present. New 
York: Simon and Schuster. 1988. 
 
González, Juan and Joseph Torres. News for All the People: The Epic Story of Race and 
the American Media. London: Verso Books. 2011. 
 
Gouge, William M. The Curse of Paper-Money and Banking; or A Short History of 
Banking in the United States of America, with an Account of the Ruinous Effects on 
Landowners, Farmers, Traders, and on all the Industrious Classes of the Community. 
London: Mills, Jowett, and Mills. 1833. 
 
Griffiths, W. Handsel. The Story of the American Bank Note Company. New York: 
American Bank Note Company. 1959. 
 
Gross, Robert A. and Mary Kelley, eds. A History of the Book in America: Volume 2: An 
Extensive Republic: Print, Culture, and Society in the New Nation, 1790-1840. Chapel 
Hill: University of North Carolina. 2010. 
 
Gwynne and Bay, Bankers. The Descriptive Register of Genuine Bank Notes, for the 
Detection of Spurious and Altered Bills, Containing Accurate, Elaborate and Plain 
Descriptions of the Notes Issued By Every Bank in the United States and Canada, 
Conveniently Arranged for Reference. New York: Gwynne & Day. 1860. 
 
Halttunen, Karen. Confidence Men and Painted Women: A Study of Middle-Class Culture 
in America, 1830-1870. New Haven: Yale University Press. 1982. 
 
Hard, Robin. The Routledge Handbook of Greek Mythology. London and New York: 
Routledge. 2004. 
 
Harper’s New Monthly Magazine. “Making Money III.—The American Bank Note 
Company.” Vol. 24, No. 141. February 1862. 
 
Harper’s Weekly Magazine. “The Resumption of Specie Payments.” Vol. 12, No. 19. 
1857. 
304 
 
Harper’s Weekly Magazine. “Moral Insanity.” 31 January 1857. 
 
Heath, Laban. Heath’s Infallible Counterfeit Detector at Sight: The Only Infallible 
Method of Detecting Counterfeit, Spurious, and Altered Bank Notes. 12th ed. Boston: 
Self-Published. 1864. 
 
Hemingway Andrew and William Vaughan, eds. Art in Bourgeois Society, 1790-1850. 
Cambridge: Cambridge University Press. 1998. 
 
Henkin, David M. City Reading: Written Words and Public Spaces in Antebellum New 
York. New York: Columbia University Press. 1998. 
 
Heydt, Stephanie. The Art of “The Gift:” Edward L. Carey, William Sidney Mount, 
Daniel Huntington and the Antebellum Gift Book. Ph.D. dissertation. Boston 
University. 2008. 
 
Hinkley, C. T. “The Art of Engraving,” in Godey’s Lady’s Book & Magazine. 1 August, 
1859. 
 
Hodges’s New Bank Note Delineator; A Complete Spurious and Altered Bill Detector, 
Giving Correct Printed Descriptions of ALL THE GENUINE NOTES of every 
denomination, of all banks doing business throughout the United States and Canada. 
New York: Hodges & Company. 1856. 
 
Home Journal.  “Place of Resort.” Vol. 38, No. 136. 6 September 1848. 
 
Home Journal. “International Art-Union.” Vol.17, No. 167. 21 April 1849 
 
Home Journal. “A New Art-Union.” Vol. 20, No. 222. 11 May 1850. 
 
Howe, Daniel Walker. What Hath God Wrought: The Transformation of America, 1815 
1848. New York: Oxford University Press. 2009. 
 
Hunt Leigh. “Put Up a Picture in Your Room,” in Godey’s Lady’s Book.  January, 1848. 
 
Hunter, Leeann. "Communities Built from Ruins: Social Economics in Victorian Novels 
of Bankruptcy," in Women's Studies Quarterly. Vol. 39, No. 3 / 4. Fall/Winter, 2011. 
 
Illustrated News. “National Academy of Design.” 7 May 1853. 
 
The Independent…Devoted to the Consideration of Politics, Social and Economic 
Tendencies, etc. “American Sailors.” 20 July 1854. 
 
305 
Jackson, Andrew. Eighth Annual Message to the Senate and the House of 
Representatives. 5 December 1836. 
 
Jaffe, Steven H. and Jessica Lautin. The Capitol of Capital. New York: Columbia 
University Press. 2014. 
 
Johns, Elizabeth. American Genre Painting: The Politics of Everyday Life. New Haven: 
Yale University Press. 1991. 
 
Jones, Alfred. “Process of Producing Engraved Plates.” United States Patent Office: 
241,204. 3 May 1881. 
 
Jones, Alfred papers. MSS Boxes J. American Antiquarian Society. 
 
Kan, Sergei A. and Pauline Turner Strong, eds. New Perspectives on Native North 
American: Cultures, Histories, Representations. Lincoln: University of Nebraska 
Press. 2006. 
 
Katz, Claudio J. “Thomas Jefferson’s Liberal Anticapitalism,” in the American Journal of 
Political Science. Vol. 47, No. 1. January, 2003. 
 
Klein, Rachel N.  “Art and Authority in Antebellum New York City: The Rise and Fall of 
the American Art-Union,” in The Journal of American History. Vol. 81, No. 4, March, 
1995. 
 
The Knickerbocker; or New York Monthly Magazine. “National Academy of Design.” 
Vol. 23, No. 6. June 1844. 
 
Kolchin, Peter. American Slavery: 1619-1877. Revised Edition. New York: Hill and 
Wang. 2003. 
 
Labo, Catherine. “The Aesthetics of Adam Smith’s Labor Theory of Value” in The 
Eighteenth Century. Vol. 38, No. 2. Summer 1997. 
 
The Lantern. “Unnatural Academy of Design.” New York. 31 July 1852. 
 
Landseer, John. Lecture on the Art of Engraving, Delivered at the Royal Institution of 
Great Britain. London: Longman, Hurst, Rees, and Orme. 1807. 
 
Lett, T. Amanda, ed. Perfectly American: The Art-Union and Its Artists. Tulsa: Gilcrease 
Museum. 2011. 
 
Lett, T. Amanda “Making Money: Alfred Jones and the Business of Engraving.” Seminar 
Paper. Boston University. May 2014. 
306 
 
The Literary World. “Messrs. Goupil, Vibert & Co.” Vol. 6, No. 9. March 1850. 
 
Luskey, Brian P. “Jumping Counters in White Collars: Manliness, Respectability, and 
Work in the Antebellum City,” in Journal of the Early Republic. Vol. 26, No. 2. 
Summer 2006. 
 
Luskey, Brian P. and Wendy A. Woloson, eds. Capitalism by Gaslight: Illuminating the 
Economy of Nineteenth-Century America. Philadelphia: University of Pennsylvania 
Press. 2015. 
 
Macesich, George. “Counterfeit Detectors and Pre-1860 Monetary Statistics,” in The 
Journal of Southern History. Vol. 27, No. 2. May, 1961. 
 
Maine Farmer. “Important Arrests of Counterfeiters.” Vol. 21, No. 32. 4 August, 1853. 
 
Mann, Maybelle. The American Art-Union. Washington D.C.: College, Inc. 1977. 
 
Marzio, Peter. The Democratic Art, Chromolithography, 1840-1900: Pictures for a 19th 
Century America. Fort Worth: Amon Carter Museum of Western Art. 1979. 
 
Massachusetts Teacher and Journal of Home and School Education. “Engravings in 
Schools.” Vol. 12, No. 6. June 1859. 
 
Matson, Cathy D. “Capitalizing Hope: Economic Thought and Early National Economy,” 
in Journal of the Early Republic. Vol. 16, No. 2. Summer. 1996. 
 
Mauer, David W. The Big Con: The Story of the Confidence Man.3rd ed. New York: 
Anchor Books. 1999. 
 
Mazow, Leo G. and Kevin M. Murphy. Taxing Visions: Financial Episodes in Late 19th 
Century American Art. San Marino: The Huntington Library. 2011. 
 
Melville, Herman; Elizabeth S. Foster, ed, The Confidence-Man: His Masquerade. New 
York: Hendricks House. 1954. 
 
Melville, Herman; Hershel Parker and Mark Niemeyer, eds.The Confidence-Man: His 
Masquerade. second edition. New York: W. W. Norton. 2006. 
  
Melville, Herman; H. Bruce Franklin, ed.,The Confidence-Man: His Masquerade, 
Champaign: Dalkey Archive Press. 2007. 
 
Michelon, Christina. Interior Impressions: Printed Material in the Nineteenth-Century 
American Home. Ph.D. dissertation. University of Minnesota. 2018. 
307 
 
Middlekauff, Robert. The Glorious Cause: The American Revoltuion, 1763-1789. 2nd 
edition. Oxford: Oxford University Press. 2005. 
 
Mihm, Stephen. A Nation of Counterfeiters: Capitalists, Con Men, and the Making of the 
United States. Cambridge: Harvard University Press. 2009. 
 
Miller, Angela. Empire of the Eye: Landscape Representation and American Cultural 
Politics, 1825-1875. Ithaca: Cornell University Press. 1996. 
 
Miller, Kiri. “Americanism Musically: Nation, Evolution, and Public Education at the 
Columbian Exposition, 1893,” in 19th-Century Music. Vol. 27, No. 2. Fall 2003. 
 
Miller, Lillian B. Patrons and Patriotism: The Encouragement of Fine Arts in the United 
States, 1790-1860. Chicago: University of Chicago Press. 1966. 
 
“Montezuma.” “My Note Book,” in The Art Amateur: A Monthly Journal Devoted to Art 
in the Household. Vol. 14, No. 4. March 1886. 
 
Mount, William Sidney to William J. Hoppin. Letter dated February 5, 1851, William 
Sidney Mount Papers, New-York Historical Society. 
 
National Academy of Design records, 1817-2012. Archives of American Art, 
Smithsonian Institution. 
 
The National Police Gazette. "Counterfeits.” Vol. 2, No. 44. 10 July 1847. 
 
Newman Simon P. “Reading the Bodies of Early American Seafarers,” in The William 
and Mary Quarterly.Vol. 55, No. 1. January 1998. 
 
The New York Daily Times. “The Indians on Our Western Borders.” 14 October 1851. 
 
The New York Daily Times. “Influence of Cities.” 7 April 1852. 
 
The New York Daily Times. No title. 23 August 1852 
 
The New York Daily Times. “Arrest of the Confidence Man," 30 March 1854. 
 
The New York Daily Times. “The Great Failure.” 3 September 1857. 
 
The New York Herald. Advertisement for Hodge’s New Bank Note Plate Delineator.   
Tuesday, August 12, 1856. 
 
The New York Herald. “The National Popular Loan.” 14 September 1861. 
308 
 
The New York Times. “The Crisis and the Metropolis.” 29 September 1857. 
 
The New York Times. “American Bank-Note Company.” 19 May 1858. 
 
The New York Times. “New-York Swindlers.” 29 November 1871 
 
The New York Times. “Alas! Poor Innocent.” 27 November 1887. 
 
The New York Times, “Died.” 1 May 1900. 
 
The New World: A Weekly Family Journal of Popular Literature, Science, Art and News. 
“Apollo Association,” Vol. 6, No. 9. 4 March, 1843. 
 
Nichols, Arlene Katz. Merchants and Artists: The Apollo Association and the American 
Art-Union. Phd Dissertation. City University of New York. 2003.  
 
Noll, Franklin. “The United States Monopolization of Bank Note Production: Politics, 
Government, and the Greenback, 1862-1878,” in American Nineteenth Century 
History. Vol. 13, No. 1. March 2012. 
 
O’Malley, Michael. Face Value: The Entwined Histories of Money and Race in America. 
Chicago: The University of Chicago Press. 2012. 
 
Ormsby, Waterman Lilly. A Description of the Present System of Bank Note Engraving, 
Showing its Tendency to Facilitate Counterfeiting: To Which is Added a New Method 
of Constructing Bank Notes to Prevent Forgery. Privately published. 1852. 
 
Ormsby, Waterman Lilly. Cyclodial Configurations, or the Harvest of Counterfeiters. A 
Matter of the Highest Importance Concerning Paper Money. Also Explaining a System 
of Bank Note Engraving. Privately published. c. 1860. 
 
Peyton, George Peyton. How to Detect Counterfeit Bank Notes: Or, An Illustrated 
Treatise on the Detection of Counterfeit, Altered, and Spurious Bank Notes, With 
Original Bank Note Plates and Designs, by Rawdon, Wright, Hatch & Edson, Bank 
Note Engravers of New-York. The Whole Forming an Unerring Guide, by Which 
Every Person Can, On Examination, Detect Spurious Bank Notes of Every 
Description, No Matter How Well Executed They May Appear. New York: Published 
for the Author. 1856. 
 
Philadelphia Art-Union Reporter. 1853-1854. Historical Society of Pennsylvania 
Archives. 
 
 
309 
Pinkerton, Allan. Thirty Years a Detective: A Thorough and Comprehensive Exposé of 
Criminal Practices of all Grades and Classes. Containing Numerous Episodes of 
Personal Experience in the Detection of Criminals and Covering a Period of Thirty 
Years’ Active Detective Life. New York: W. Carleton & Co. 1886. 
 
Pohl, Frances K. Framing America: A Social History of American Art. New York: 
Thames and Hudson. 2008. 
 
Pon, Lisa. Raphael, Dürer, and Marcantonio Raimondi: Copying and the Italian 
Renaissance. New Haven: Yale University Press. 2004. 
 
Pratchett, Terry. Pyramids. New York: HarperCollins. 2008. 
 
Reyburn, Scott and Robin Pogrebin. “David Hockney Painting Sells for $90 Million, 
     Smashing Record for Living Artist,” The New York Times. 15 November 2018. 
 
Richardson, John G., ed. Handbook of Theory and Research for the Sociology of 
Education. New York: Greenwood. 1986. 
 
Richter, Daniel K. Facing East From Indian Country: A Native History of Early 
America. Cambridge: Harvard University Press. 2001. 
 
Rifkin, Mark. Manifesting American: The Imperial Construction of U.S. National 
Space. Oxford: Oxford University Press. 2009. 
 
Roberts, Jennifer L. Transporting Visions: The Movement of Images in Early America. 
Berkeley: University of California. 2014. 
 
Sager, Eric W. Seafaring Labour: The Merchant Marine of Atlantic Canada, 1820 
1914. Kingston: McGill-Queen’s University Press. 1989. 
 
Salazar, James B. Bodies of Reform: The Rhetoric of Character in Gilded Age America. 
New York: New York University Press. 2010. 
 
Sartain, John to Mr. Wilcox. Letter. Winterthur Library Collection. 11 December 1896. 
 
Sartain Family Correspondence. Historical Society of Pennsylvania. 
 
The Saturday Evening Post. “Attack on a Steam-Boat by Indians.” Vol. 19, No. 989. 18 
July 1840. 
 
The Saturday Evening Post. “How Bank Notes Are Made.” 28 September 1861. 
 
 
310 
Schell, Jennifer. A Bold and Hardy Race of Men: The Lives and Literature of American 
Whalemen. Amherst: University of Massachusetts Press. 2013. 
 
Schoolcraft, Henry Rowe. History of the Indian Tribes of the United States. Philadelphia: 
J.P. Lippencot. 1857. 
 
Scientific American. “Art Unions Lotteries, &c.” Vol. 6, No. 22. 15 February 1851. 
 
Scott, Kevin M. Rituals of Race: Mount, Melville, and Antebellum America. Ph.D. 
dissertation. Purdue University. 2004. 
 
Sellers, Charles. The Market Revolution: Jacksonian America, 1815-1845. New York and 
Oxford: Oxford University Press. 1991.  
 
Sharp, Granville. The Gilbart Prize Essay on the Adaptation of Recent Discoveries in the 
Science and Art to the Purposes of Practical Banking. Third English Edition. London: 
Groombridge and Sons. 1854. 
 
Simmel, Georg. The Philosophy of Money. Third Edition. London: Routledge Classics. 
2011. 
 
James Smillie Collection. Archives of American Art. Smithsonian Institution. 
 
Society of Painters in Water Colors. Minutes. New-York Historical Society. 
 
Sommers, Joseph Michael. “Godey’s Lady’s Book: Sarah Hale and the Construction of 
Sentimental Nationalism,” in College Literature. Vol. 37, No. 3. Summer, 2010. 
 
Stauffer, David McNeely. American Engravers Upon Copper and Steel. New York: The 
Grolier Club of the City of New York. 1907. 
 
Stokes, Melvyn and Stephen Conway, eds. The Market Revolution in America: Social, 
Political, and Religious Expressions, 1800-1880. Charlottesville: University Press of 
Virginia. 1996. 
 
Stowe, Harriet Beecher and Catherine E. Beecher. The American Woman’s Home. New 
York: J. B. Ford & Co. first edition. 1869. 
 
Stowe, Harriet Beecher; Henry Louis Gates Jr., and Hollis Robbins, eds. The 
Annotated Uncle Tom’s Cabin. New York: W. W. Norton & Company Inc. 2007. 
 
Taws, Richard. The Politics of the Provisional: Art and Ephemera in Revolutionary 
France. University Park: The Pennsylvania State University Press. 2013. 
 
311 
Tedeschi, Martha. “’Where the Picture Cannot Go, the Engravings Penetrate’: Prints and 
the Victorian Art Market,” in Art Institute of Chicago Museum Studies. Vol. 31, No. 1. 
2005. 
 
Thompson, James. Models of Value: Eighteenth-Century Political Economy and the 
Novel. Durham: Duke University Press. 1996. 
 
The Tribune. “Art Items.” No date. Felix O.C. Darley Collection Lot 6878G. Library of 
Congress. 
 
Truettner, William H., ed. The West as America. Washington D.C.: The Smithsonian 
Institution. 1991. 
 
VanDerBeets, Richard, ed. Held Captive by Indians: Selected Narratives, 1642-1836. 
Knoxville: University of Tennessee Press. 1973. 
 
Voorsanger, Catherine Hoover and John K. Howat, eds. Art and the Empire City: New 
York, 1825-1861. New York: The Metropolitan Museum of Art and New Haven: Yale 
University Press. 2000. 
 
Wagner, Tamara Silvia. “The Miser’s New Notes and the Victorian Sensation Novel: 
     Plotting the Magic of Paper Money,” in Victorian Review. Vol. 31, No 2. 2005. 
 
Weiss, Barbara. The Hell of the English: Bankruptcy and the Victorian Novel. Lewisburg: 
Bucknell University Press. 1986. 
 
White, Shane. "Freedom's First Con: African Americans and Changing Notes in 
Antebellum New York City," in Journal of the Early Republic. Vol. 34, No. 3. Fall, 
2014. 
 
Wilber, Edwin J. and Edward P. Eastman, A Treatise on Counterfeit, Altered, and 
Spurious Bank Notes with Unerring Rules for Detection of Frauds in the Same. 
Poughkeepsie: privately published. 1865. 
 
Williams, Raymond. “Base and Superstructure in Marxist Cultural Theory,” in New Left 
Review. Vol. 82. 1 November 1973. 
 
Wilson, James Grant and John Fiske. Appleton’s Cyclopædia of American Biograhpy. 
Vol. 3. New York: D. Appleton & Co. 1888. 
 
Winkler, Gail Caskey. Influence of Godey’s “Lady’s Book” on the American Woman and 
Her Home: Contributions to a National Culture (1830-1877). Phd Dissertation. 
University of Wisconsin. 1988. 
 
312 
Worcester Art Museum. “Thomas Sully, The Capture of Major André, 1812.” 
https://www.worcesterart.org/collection/Early_American/Artists/sully/capture/discussi
on.html. 
 
Wyman, Seth. The Life and Adventures of Seth Wyman, Embodying the Principal Events 
of a Life Spent in Robbery, Theft, Gambling, Passing Counterfeit Money, etc, etc. 
Manchester, NH: J. H. Cate. 1848. 
 
Yankee Notions; or the Whittlings of Jonathan’s Jack Knife. “The American Art-Union.” 
Vol. 1, No. 3. March, 1852. 
 
Yankee Notions; or the Whittlings of Jonathan’s Jack Knife. “Safe to Rise in his 
Profession.” Vol. 1, No. 3. March, 1852. 
 
Yankee Notions; or the Whittlings of Jonathan’s Jack Knife. “Jonathan’s Art Union 
Distribution.” Vol. 1, No. 4. April, 1852. 
 
Yankee Notions: or the Whittlings of Jonathan’s Jack-Knife. “A Scene at the Brooklyn 
Ferry.” Vol. 1, No. 3. March, 1852. 
 
Yankee Notions; or the Whittlings of Jonathan’s Jack Knife. “Our Boarding House—No. 
V, Our Dry Goods Clerk.” Vol. 2, No. 9. September, 1853. 
 
Youth’s Cabinet for Families and Sunday Schools. “Lotteries.” New York. Vol. 3, No. 
51. 17 December, 1840. 
 
The Youth’s Companion. “The Counterfeit Bill.” Boston, MA. 23 August 1860. 
 
 
 
 
 
 
 
 
 
313 
314 
315 
 
316 
317 
318 
